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Introduction 
Architectural sites have been a favorite travel destination for centuries. Whether they are 
designed by a well-known architect, such as the skyscrapers of the Chicago mile or the 
homes of Frank Lloyd Wright, or the product of an unknown member of an ancient culture, 
such as the cliff dwellings of Mesa Verde or the .Great Pyramids of Egypt, architecture 
fascinates everyone in some way. The built form is an inextricable part of our everyday 
lives, and provides the stage setting on which we live. 
Architectural sites are an excellent way of teaching history through material culture. Each 
home or building is set in the context of a specific period of time and a specific group of 
people. They help us understand how society has evolved through the centuries, by showing 
how lifestyles differ from culture to culture, and how they change over time. The objects and 
places of our daily lives then become much more than material objects, they become a 
physical record of history. Buildings designed for residential living seem to be especially 
intriguing. They offer a view of not only styles of the past and the evolution of design, but 
they also give a glimpse into the lives of people of all wealth and taste, and display the 
physical trappings of everyday Life. 
Many of the most popular architectural destinations in the United States, and especially in the 
Midwest, are the residential homes designed by Frank Lloyd Wright. This popular architect 
is considered by most to be a master of the profession, and was the first to design in a manner 
that created a truly American style of design. In Iowa, the .Lowell Walter House, also known 
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as Cedar Rock, is one of the eleven buildings designed by architect Frank Lloyd Wright, and 
one of his seven Usonian-style homes in the state. The house is located in Quasqueton, Iowa, 
just southeast of Waterloo, on a bluff overlooking the Wapsipinicon River. Commissioned 
by businessman Lowell Walter and his wife Agnes, and completed in 1950, the house and its 
surrounding structures are unique among the architecture of Iowa and among other Wright 
buildings. As early as September of 1947 (before the house had even been completed), 
Lowell stated that, upon their deaths, the house would be donated to the citizens of Iowa as a 
public architectural site. (Lowell Walter, Letter to Frank Lloyd Wright, 24 September 1947). 
The Lowell Walter House (Cedar Rock), Quasqueton, Iowa 
Frank Lloyd Wright designed a total of four structures on the property at Cedar Rock, which 
includes an entry gate, a council fire, and a boathouse. The house is one of only a few dozen 
in the United States to bear the ceramic Wright signature tile, given to those homes that 
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Wright felt were the most complete in their design. The Walter House residence is also a 
good example of Wright's later, Usonian style housing. While most people are familiar with 
the Prairie style of architecture that Wright first developed in the Midwest, it is his Usonian 
houses that best exemplify his ideals for American architecture. These homes are typically 
smaller and less elaborate than his earlier designs, with spaces designed with practical, 
everyday usage in mind. Like all of Wright's designs, these homes expressed the "organic" 
in architecture, blending interior spaces with exterior landscape and using materials 
according to their natural qualities. 
In order to increase public interest in the site and better market the house for the tourist 
industry, the Iowa Department of Natural Resources Parks Department, in conjunction with 
the Lowell Walter Trust, sought to make basic infrastructural, marketing and interpretive 
improvements at the site. To begin with, as a marketed commodity, the house lacked a 
distinctive "signature" graphic or a strong public image. A recent logo competition was held 
among the three Iowa design schools (at the University of Iowa, the University of Northern 
Iowa, and Iowa State University) to produce a logo for the site, and to encourage community 
involvement in the improvements in the site (see Appendix A). Also on the list of planned 
improvements is an expansion of the merchandise available in the gift shop, with emphasis 
being placed on objects that relate to Wright's Usonian style, and that help to show the 
uniqueness of the house as a Usonian design when compared to other Wright works. The 
Parks Department hopes to include the site in a driving tour of Wright homes in Iowa and 
surrounding states, or in a similar tour of significant architectural sites in Iowa. They are also 
currently conducting a visitor survey to better understand the demographic make-up of the 
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visitors to the site. One of the largest projects on their list is the redesign of the existing 
interpretive elements in the Visitor Center. 
Before the design process could begin, research was conducted into the history of the site and 
its design and construction. The house as an historical and cultural object had to be explored, 
in order to design exhibits that were best suited to the nature of the house. Although much 
information was available from the records kept at the site, other information was scattered 
and not cohesive. The State Archives of Iowa holds a large collection of unstudied 
information, and the site has been the subject of study by several other scholars and 
academics over the years. Especially info~lliative was correspondence between the parties 
involved in the construction of the house (including Wright, Lowell Walter, the construction 
company, and numerous sub-contractors), which describes the design and construction 
process, and helps illustrate the close relationships that Wright held with his clients. The 
house then becomes not only an important landmark for its design, but also a place that 
influenced the lives of the residents of the house, the local community, and the people that 
were involved in its creation. This understanding influenced the final exhibit design, by 
providing a context of people and design philosophies on which the exhibits could be based. 
Lowell and Agnes Walter 
Biography 
Lowell Walter was born on March 26, 1895 in Middlefield, Iowa to Charles J. and Anna 
Klotz Walter. Lowell had one sister and two brothers. After graduating from Quasqueton 
High School in 1911, he left for Des Moines at age 17 and enrolled in the Capital City 
Commercial College in Des Moines. After graduating on March 2, 1914, he began working 
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for the Sloan Lumber Company. Lowell saved his money and in 1917, founded the Iowa 
Road Building Company, which applied a layer of hot bituminous oil over dirt roads. He 
married Agnes Neilsen (b. July 15, 1896) a native of Humboldt, Iowa on November 17, 
1917. 
.~etaclrr, Fi110ut and Mail Ilais ~ou~ioss 
Totiva Road Building Con~paity 
Des Moines,l~~va 
.Gentlemen.: 
Please advise ;~,s concerning yt)ur ~)rices fcn layizig yntir .[ZeY l~Io. 1 Road. Oil. we are plantains on 
oiling; approximately. 
Miles, Blocks< Sgnare )`srds 
'P,rihc to this - time eve .have oiled._..___... 
wine with.__.. 
Kiud of LquipnienY Used 
X~)zirs fi ery trtal~-;
of road during the. season of J:91.7 
_atad applied 
Address 
Coupon requesting the services of the Iowa Road Building 
Company- 1917 (Cedar Rock Archives) 
Lowell enlisted in the Armed Forces and attended Officer's Training School at Camp Grant, 
Illinois. After serving overseas as an officer during World War I, Lowell returned to Des 
Moines and resumed his business. He later became a charter member of Argonne Post #60 
of the American Legion, as well as a member of the "40 and 8" (a veteran's organization} and 
the B.O.E. of Des Moines. In 1944, in order to dedicate themselves to their farming 
enterprise, Lowell and Agnes sold the Iowa Road Building Company to Harold Edman and 
Hy Otten, both employees of the company. By 1973, the ' controlled a total of 18 farms 
encompassing 5000 acres, which they later sold for $3.5 million. 
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Advertisement for Iowa Road Building Company 
(Cedar Rock Archives) 
Lowell and Agnes were extensive world travelers, especially throughout Europe. While on 
their travels, they collected large numbers of souvenirs, especially in the form of sculpture. 
At their death, part of their collection was sold to the state of Iowa to be used in decorating 
Terrace Hill, the governor's mansion. Some of the remaining artwork was donated to a Des 
Moines museum. 
In order to be closer to the area and have more control in managing their farmland, the ' 
decided to build a summer house in Quasqueton, and bought 11 1/ 2 acres of land on the 
Wapsipinicon River. Lowell knew of the property from his earlier childhood, and when 
asked why he chose the location, he refers to the story "The Bluebird" by the Belgian writer 
Maeterlinck, where a young couple searches the world for happiness, only to find it in their 
own back yard (Lowell Walter Usonian Dwelling: Cedar Rock, 3). In 1942, the couple hired 
Frank Lloyd Wright as their architect. The house that Wright designed became what is now 
known as Cedar Rock. Although they maintained a house at 3919 Woodland Avenue in Des 
Moines as a winter home, they lived at Cedar Rock the remainder of the year. Lowell died 
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August 3, 1981. Agnes moved from Cedar Rock to Friendship Village, a care facility in 
Waterloo, and died in August of 1986. Both are buried in the Quasqueton Cemetery. 
Lowell and Agnes Walter outside of the garden room at Cedar Rock 
(State Archives of Iowa, Des Moines) 
Frank Lloyd Wright 
Biography 
Frank Lloyd Wright was born June 8, 1867 in Richland Center, Wisconsin, the oldest of three 
children. He came from a strong, determined family of Welsh clergymen. His maternal 
grandfather, Richard Jones, a Unitarian preacher and his grandmother, Mary (Mallie) Lloyd 
emigrated from Llandyssul, Wales to Milwaukee in 1844. With their seven children, 
including Frank's mother, Anna, the family emigrated to escape poverty, religious 
persecution, and to search for opportunity in the new country. There were many trials and 
hardships for the family before they finally settled in the small town of Spring Green, 
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Wisconsin, but the family persevered to become prominent and successful. Wright said of 
his grandfather, "He was in league with the stones of the field." (Hoppen 7). 
Wright's father, William Russell Cary Wright (1820-.1904), was a musician and preacher, 
and had been trained in law and medicine. His first wife Pamela died in 1864, leaving him 
with three children: Charles, George and Elizabeth. Wright's mother, Anna Lloyd Jones 
(1837 -1923) was a teacher. His parents married in 1866- she was 29, he was 46. Wright 
had two younger sisters: Jane and Mary Ellen (Maginel). The family moved frequently due to 
father's profession- they lived in Lone Rock, Wisconsin; McGregor, Iowa; Pawtucket, Rhode 
Island; Weymouth, Massachusetts; and Madison, Wisconsin at various times during Wright's 
childhood. 
Even before his birth, Wright's mother decided that he should be an architect. She plastered 
the walls around his crib with images of buildings from around the world. He was given 
Froebel blocks by his mother at age nine, after she saw the. educational toys at the Centennial 
Exposition of 1876. Partially due to the devotion of Wright's mother to her only son, and 
partially due to his father's unsettled nature, his parent's divorced in 1885. Wright never saw 
his father again. 
Soon after, at the age of sixteen, Wright dropped out of Madison High School to help support 
the family. One of his first jobs was for Allen D. Conover, an engineer and builder in 
Madison. The first mention of Wright as an architect was in the August 28, l 886 edition of 
Unity for his help in designing details in a Unitarian church- he was 19. 
Wright studied for three semesters at the University of Wisconsin at Madison, and was a 
member of Phi Delta, an honor society, but the university environment did not suit Wright's 
personal style. He Left school three months short of a civil engineering degree to work for 
Joseph Lyman Silsbee, where he learned draftsmanship. For seven years beginning in 1887, 
Wright served as an apprentice under Louis Sullivan. He would Later recognize Sullivan's 
influence on his career by giving him the title Liebermeister. 
Wright married Catherine Tobin in June 1889- he was 22, she was 19- and they moved to 
Oak Park, Illinois to build a home and start a family. Wright had six children with Catherine: 
Frank Lloyd, Jr. (Lloyd, b.1891), John (b.1892), Catherine (b.1894), David (b.1895), Frances 
(b. 1898) and Robert Llewellyn (Llewellyn)(b.1903). With a growing family to support and 
a taste for the luxuries in life, Wright was fired from Sullivan's firm in 1893 for 
moonlighting- he designed as many as ten houses outside of the firm. So that Sullivan would 
not discover these designs, many were listed with Cecil Corwin, Wright's friend, as the 
architect of record (Stoner). Wright then began building his own architectural practice based 
out of his Oak Park, Illinois home. It was during this time that Wright created his first design 
where interior space dictates exterior form- the William Winslow House in River Forest, 
Illinois (1894). 
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Frank Lloyd Wright in 
1904 (Rosenbaum 26) 
In 1909, Wright separated from Catherine. He moved his studio from Oak Park to Spring 
Green, Wisconsin and built Taliesin, which is Welsh for "shining brow", and was the name 
of the bard prophet who sang of King Arthur's court (Hoppen 8). Wright began an affair 
with Mamah Borthwick Chaney, the wife of one of his clients, and they traveled throughout 
the world together. On August 14, 1914, a newly hired servant from Barbados, Julian 
Carleton, murdered Wright's mistress, her two children, and four others and burned Taliesin 
to the ground. The servant committed suicide before being captured- he had been accused of 
working in a "house of sin" by a fundamentalist sect. Taliesin was rebuilt, but in 1925 a fire 
due to faulty electrics burned all but the workspace, and destroyed much of Wright's 
collection of Asian art. Wright was forced to sell his Oak Park home to pay for repairs. 
Wright was bankrupt by the late 1920's. When the bank moved to repossess Taliesin, 
Wright's friends helped collect money to partially fund the payments. But, before Wright 
regained ownership, he sold the remainder of his collection of Oriental art. Taliesin was 
rebuilt, but again accidentally burned for the third time due to a lightening strike. 
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Wright was formally divorced from Catherine in 1922, and married Miriam Noel in 
November, 1923. This began a time of personal and business troubles for Wright. Shortly 
after his marriage, two of Wright's main supporters died. His mother, Anna, died in 1923, 
and Louis Sullivan in 1924 (Rosenbaum 63). Wright and Miriam Noel divorced in 1927 
after years of bitter legal battles over Wright's infidelity. 
Frank Lloyd Wright and Olgivanna Wright at Taliesin- 1955 
(Rosenbaum 99) 
Wright again remarried, this time to his mistress, Olgivanna Milanoff, on August 25, 1928. 
She was Montenegrin, and had one daughter from a previous marriage, Svetlana. Wright and 
Olgivanna had another daughter, Iovanna, born in 1925. The new Mrs. Wright had been a 
student and instructor at Georgi Gurdjieff's Institute for the Harmonious Development of 
Man in France. With the support of his new wife, Wright founded the Taliesin Fellowship in 
1932. Influenced by earlier design and craft schools such as the Bauhaus and Elbert 
Hubbard's Roycroft Shops in New York, and communitarian settlements such as New 
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Harmony, Indiana and the Amana colonies in Iowa, Wright created a school where hard work 
was an integral part of learning (Rosenbaum 100). After Frank Lloyd Wright's death, Mrs. 
Wright ran the Frank Lloyd Wright School of Architecture until her death in 1985. 
During the Depression, as construction slowed, Wright turned to writing as an outlet for his 
creativity. An Autobiography was published in 1932, followed by his first publication on 
his utopian ideals. The Disappearing City was the first description of Broadacre City. "We 
are going to call this city for the individual Broadacre City because it is based upon a 
minimum of an acre to a family." Wright also used this time to lecture at universities and 
institutions across the United States, and to continue with his travels. 
Frank Lloyd Wright at the drafting table 
(Tafel 108) 
Wright credits numerous people and ideologies for his unique design style, including his 
mentor, Louis Sullivan, for his ideas on anti-ornamentation, compared to Sullivan's 
philosophy of elaborate ornamentation. He also credits Henry David Thoreau for his ideas 
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on nature, the environment, and the place of humans in the world, and Thomas Jefferson for 
his agrarian utopias. 
Frank Lloyd Wright (Tafel 174) 
Wright is always described as a confident, impressive man by those who met him. 
"In public, he generally wore a trim porkpie hat, which he sometimes 
abandoned for a soft beret. A tailor in Chicago made up the clothing 
Mr. Wright designed for himself. He never dressed outlandishly, but 
he certainly had a definite style. Here were his capes, which made him 
appear seven feet tall when he swirled them over his shoulder, and he 
always wore stiff, high-starch detachable shirt collars. 
Mr. Wright never just walked. He strutted. He marched. He strode. 
He entered a room like a king entering is audience chamber, Mrs. 
Wright behind him like a queen. Usually, too, he carried a cane, but 
that was a mere stage prop, a mace, used for effect. All his 
movements showed a natural, animal grace."(Brooks 101) 
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During his later years, Wright finally gained the respect and acceptance of the American 
public and the architectural profession. Wright was the gold medal from the American 
Institute of Architects in 1949, and October 17, 1956 was declared Frank Lloyd Wright day 
in Chicago. Wright continued to design houses across the United States, with many more 
commissions in his later years than he had ever had as a young, idealistic architect. He died 
April 29, 1959, at the age of 91. Various figures are given for the number of Wright designs. 
William Allin Stoner, a noted Wright scholar, lists the figure as over a thousand project 
designs, with over 500 of these being built. Some of his most widely known residential 
works include the Robie House in-Oak Park, Illinois, in 1909, his first Usonian house, the 
Jacobs House, in 1936, and Fallingwater (the Edgar Kaufman House), in Bear Run, 
Pennsylvania in 1936. Wright is also known for his civic and commercial works, including 
the Johnson Wax Building in Racine, Wisconsin, and the Marin County Civic Center in San 
Raphael, California. Other works, such as Midway Gardens in Chicago, and the Imperial 
Hotel in Japan have been destroyed, and numerous Wright designs exist only as unbuilt 
projects. 
Japanese Art and Architecture 
The resemblance between elements in many of Wright's designs and the ideals expressed in 
Japanese design is unmistakable. Wright's first exposure to Japanese art and architecture 
was in the office of his first employer, J.L. Silsbee, where the office walls were decorated 
with Japanese prints (Stoner). Later, Wright studied an early book on Japanese architecture-
Japanese Homes and Their Surroundings, written in 1886 by Edward Morse. Edward 
Morse`s book was one of the first extensive studies of Japanese building and design practices, 
and his text included not only descriptions of housing design and materials, but also offered 
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insight into the social and cultural practices that dictated the designs. Morse also lectured 
extensively at the Art Institute of Chicago during this period, giving Wright further exposure 
to his observations (Nute 36). Many of the same principles employed by the Japanese later 
appeared in some form in Wright's designs, both residential and commercial. 
J.'1PANI:~.SE HU;1~"IES 
T}tEIR SURROIINI)iNGS 
warn era usr A.rlons 
A [lj T;: V 
TI:. Y.%!~A •tifl CQYYAIiY 
.it6 
Title Page of Edward Morse's Japanese Homes and 
their Surroundings (Nute 35) 
It was Robert Spencer, Jr., an architect and Wright's colleague, who first suggested the 
connection between Frank Lloyd Wright's work and Oriental art and architecture. In the 
Architectural Review of June 1900, he stated that Wright generally looked to nature first for 
inspiration, then added, "If not to nature at first hand, then to those marvelous interpreters of 
nature, the Orientals and the Japanese" (Nute 2). As others made this same assumption in 
many later publications, Wright felt the need to set the record straight. In 1957 he is quoted 
as saying, "As for the Incas, the Mayans, even the Japanese- all were to me but splendid 
confirmation" (Nute 4). 
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Even so, there is no mistaking the similarities between Japanese design principles and the 
works of Frank Lloyd Wright. Wright himself, after personally traveling to Japan in the 
1910s to design the Imperial Hotel, made his own set of observations regarding Japanese 
architecture. In An Autobiography, Wright wrote of his own experiences in terms that were 
strikin 1 similar to the earlier writings by Morse. Many of Weight's observations translated gy 
into his design principles, and Weight's presentation drawings often resemble the delicate 
watercolor paintings of the Orient. Like the Japanese, Wright saw interior walls as screens to 
define spaces, rather than as solid masses. He utilized principles of truth in materials in his 
construction techniques, and designed buildings to blend with the landscape and appear 
"organic". One of the most direct influences of Japanese architecture on Wright's work was 
in the form of the measurement system, which used the human body and dimensions as a 
basis of construction. This Japanese measurement system, the shakukan-ho system, relies on 
units based on the human hand, arm, and foot, and uses a base ten system to describe length, 
mass, and area. 
Shakukan-ho Measurement System 
The shakukan-ho system was first used as Japan's official measuring system in 701, and was 
an early import from China. Economical and utilitarian, the system is structured around a 
decimal (base ten) division of units, with units based on dimensions of the human body. It 
was further developed as two independent but similar systems for residential design and 
construction: as the kyo-ma method in the cities and as the inaka-ma method in the 
countryside. Both use the base unit of the shaku, which is similar to the foot measure of 
today. By 1891, the traditional methods of linear measurement had been replaced by the 
British metric system, but many throughout Japan continued using shakukan-ho until 1966, 
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when the system was officially outlawed for documents and contracts. The system is still 
used in more informal construction and in the dimensions of the Japanese currency, and the 
specifics of the system have survived (Engel 57). 
The human body as basis for the shakukan-ho system 
(Engle 53) 
The original structure of measures that was taken from the Chinese system consisted of six 
different units. They were: ri, jo, shaku, sun, bu, and rin. A seventh unit, the ken, was added 
late in Japan's Middle Ages. Some of these units, such as the ri, cho, and jo, are used only in 
the context of planning and large scale measurements. The ken is most commonly used 
during construction, and is used to place the columns of the structure, with the centerline to 
centerline distance between columns being equal to one ken. There is a slight variation in the 
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measurement of the ken between the inaka-ma and the kyo-ma systems, with 1 ken being 
equal to 6.5 shaku in the kyo-ma system, but equal to only 6 units in the inaka-ma system 
(Engel 50, 55}. 
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Relative dimensions in the shakukan-ho measurement system (Engle 50) 
There is also a series of units used to describe area. The similar unit jo refers to a 
measurement of area, rather than the linear measurement as it falls in the system above. 
Although the names are the same in the English language, their ideograph is different in the 
Chinese language. The unit tsubo is the most common unit of area, referring to the 
dimension of one square ken (Enge150). 
Prior to the 19th century, the tatami mat was not in common use. Later, as more 
standardization occurred, the shakukan-ho system became the basis for the more commonly 
known system of Japanese design, which was based on the size of the tatami mat. The mats 
are one by two ken in area, and were arranged in patterns that determine the size of the rooms 
in the Japanese home (Engel 78). In his book Japanese Homes and Their Surroundings, 
Morse wrote, "Upon these mats the people eat, sleep, and die; the represent the bed, chair, 
lounge, and sometimes table, combined" (Nute 37). Wright used the idea of the tatami mats 
19 
in a less literal and more conceptual manner, incorporating the idea of a modular unit of 
measure into his floor plans, as the units on which all living spaces were designed. 
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The tatami mat as a basis for spatial design (Engle 79) 
Prairie Style 
After being fired from the firm of Adler and Sullivan for moonlighting, Wright set out to 
establish his own practice. But, while the construction business saw a boom in the early 
1890s (13,100 new housing starts in 1892), commissions were scarce by the turn of the 
century (only 3,500 starts in 1900) (Storrer). Wright used this time to design a series of 
homes based on a cruciform floor plan, with the living areas elevated to the second level, 
which he thought of as his "Prairie style". Rather than emphasize the material solidity of the 
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exteriors or the decoration of the interiors, Wright focused on the idea of the house as "...not 
the container but the space within" (de la Croix, Tansey and Kirkpatrick, 999). Wright saw 
his Prairie style designs as a response to the lack of a truly American architectural style. The 
well-known Prairie style homes were constructed primarily in the Midwest, with the earliest 
developed over aten-year period in suburban Chicago (Kostof 684). 
In 1929, Frank Lloyd Wright was hired to do a series of lectures at Princeton University. In 
these lectures, Wright began to lay out his manifesto for future designs- "rules" that would 
become the design principles of the Prairie house and later, the Usonian houses. The rules 
called for a reduction in the necessary parts of the house to create a sense of unity. Homes 
were raised a half story, so that the living areas were above ground, and the basement was no 
longer a damp and dark space. Wright also suggested paying careful attention to the nature 
of materials, and emphasizing horizontal planes in order to tie the building to the site. 
Windows were conceptualized as "light screens", and furnishings were designed as an 
integral part of the building. Materials and construction techniques were standardized as 
much as possible, to allow for industrialized production (a concept that would be very 
important in the later, more affordable Usonian homes). And, by incorporating all 
mechanical, electrical, and plumbing systems into the construction of the house, construction 
could be simplified, and the building would become a whole (Roth 208). 
The earliest of the Prairie style homes were meant to both "...protect and liberate" by 
defining, through a concrete form, the idea of open space (Norbert-Schulz 183). They used a 
cruciform shaped plan, where spaces spiraled from the center chimney and extended into the 
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landscape, blurring the distinction between outside and inside. Long, linear roof planes 
helped emphasize this horizontality, and the narrow bands of windows that separated the 
walls from the roof planes helped refute the idea of the house as a completely enclosed space 
(Norberg- Schulz 182}. For Wright, "...walls, ceilings, and floors [should be] seen as 
component parts of each other, their surfaces flowing into each other" (de la Croix, Tansey, 
and Kirkpatrick 999). The central chimney also held a place of symbolic significance, as the 
centralized hearth of the house and therefore the heart of the home and family. 
Although the Prairie style homes are the best known of Wright's designs, the most renowned 
were designed in a period of Less than a decade (from 1901 to 1909) and the style had all but 
died out by 1920. It was later, during the Depression, that Wright began to realize the 
shortcomings of the Prairie style and began to reshape it into an architecture with a social 
conscience. While the Prairie homes were beautiful as individual objects, they were 
designed as individual buildings for individual clients, and lacked unity (Roth 256-257}. 
And, with the need for affordable housing created by the poor economy and the later post-
war boom, Wright felt the need to design a house for the "everyman", along with institutional 
and commercial structures that could be combined into the new American city. 
Usonian Houses 
As early as 193 0, Frank Lloyd Wright was intrigued with the possibility of creating a new 
type of American city. In the 1920's Henry Ford promoted his plans to turn a 75 mile stretch 
of the Tennessee River near Muscle Shoals, Alabama into a "...decentralized, 
industrialized...regional plan incorporating housing, commercial, industrial, recreational, 
cultural, and educational facilities..." (Rosenbaum 22). Also influential in Wright's desire 
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for a progressive new city were the writings of Lewis Mumford. Especially important was 
Sticks and Stones, which described how civilization was influenced by architectural design. 
For Wright, the book was ". . .prophetic at a crucial time," (Rosenbaum 69). 
Henry Ford at Muscle Shoals, Alabama (Rosenbaum 23) 
Another influential work of literature was H.G. Wells' Anticipations of the Reaction of 
Mechanical and Scientific Progress upon Human Life and Thought (1901) which predicted 
the influence of science and technology on civilization. Wells wrote of ". . .the diffusion of 
the population into the countryside," the "practically automated house", and the proliferation 
of businesses, attractions, and restaurants that would be constructed at every point along the 
roadside that was convenient for automobile traffic (Rosenbaum 108). Wright agreed with 
many of Wells' ideas, designing for a future society that centered around the automobile and 
whose home life was less defined and socially constrained. 
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It is thought that the name Usonia was borrowed from the title of Samuel Butler's influential 
book, Usonia, on his vision for a new, utopian American society (Hoppen 75}. Others 
believe that the word is Wright's own creation, (United, States Of North America, with the I 
added for euphony), intended to differentiate America from the recently formed Union of 
South Africa. Whatever the case, the word became synonymous with Wright's affordable 
housing design and socially conscious urban planning. With these plans, Wright, like Henry 
Ford, believed that "...standardization would support both economy and individualism 
(Rosenbaum 80). He declared, "The home of the individual social unit will contain within 
itself. . . all the city heretofore could afford, plus intimate comfort and free individual 
choice."(Rosenbaum 79). Wright also incorporated these homes into a larger scale, urban 
plan, which he called Broadacre City. In his plan, cities were less dense and were spread out 
over a suburban grid, made possible by the advances in communication, transportation, and 
manufacturing that would lead to a more mechanized society. 
Detail of Wright's plan for Broadacre City 
(Rosenbaum 110) 
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Wright's first experimentations with the concepts of Usonia were at Ocotillo, a camp in the 
Arizona desert that housed Wright's apprentices as they designed San Marcos in the Desert, a 
resort for wealthy hotel owner Andrew Chandler. Buildings for working, sleeping, and 
eating were constructed of canvas and rough lumber, set close to the ground and blending 
with the desert landscape. Although the resort was never realized due to the 1929 stock 
market crash, the desert camp served as a model for the Wright's Taliesin Fellowship 
(Rosenbaum 75). 
Ocotillo, Frank Lloyd Wrights camp in the Arizona Desert 
(Rosenbaum 76) 
In his Utopian vision for Muscle Shoals, Ford planned to offer five different models, with 
plumbing and heating systems efficiently precut in a factory and shipped to the building site. 
Like the proposed homes at Muscle Shoals, Wright's plans for Usonian homes were 
standardized and based on a set of plans requiring specified materials. In an interview, 
Gordon Chadwick, a Wright apprentice, describes the methods of designing and constructing 
a Usonian house: 
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Each house was planned to fit a particular site and to conform to the 
client's needs. What they had in conunon was a structural system- Mr. 
Wright called it the "granunar"- which gave them a family 
resemblance despite their variety. Certain features, such as the slab 
floor with radiant heating, the three layered sandwich wood walls 
combined with masonry masses, and the flat roofs with overhangs 
were repeated in alI of them (Brooks 60). 
Wright's search for an efficient, inexpensive construction technique began with the textile 
block houses in California, including the Millard House (1923) and the Ennis House (1924). 
By using the same construction materials and techniques on both the interior and exterior of 
the house, construction was simplified (Rosenbaum 65). This governing ideal later led to the 
use of a combination of board and batten and brick construction in Wright's Usonian designs. 
Spatially, the Usonian homes can be seen as a series of horizontal planes, with interior walls 
of board and batten that serve more as Japanese screens than as walls. The varied heights of 
the planes of the main roof, gallery roof, and carport provide soff is for recessed lighting, 
clerestory windows, or planters. This same change in height allows for internal scale change, 
providing long, low galleries and entries that open into light-filled living areas (Hoppen 76). 
Floors of painted concrete continue out onto patios at the living areas and bedrooms, tying 
interior to exterior as in the Prairie style homes. 
Wright's concepts of space and linearity carried over from the Prairie homes to Usonian 
designs. One of the main differences however, was the complete removal of the basement 
and garage. This was partly due to advances in technology. Furnaces and heating systems 
were greatly improved from earlier in the century, and automobiles no longer needed the 
same protection from the elements (Roth 257). 
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The everyday workings of the post-Victorian home also intrigued Wright. In this new family 
structure, servants were no longer considered a necessity, and the housewife assumed 
responsibility for the daily chores of the house. In Wright's new designs, the kitchen, or 
workspace, became the central core of the house, both literally and symbolically. With a 
higher ceiling than the rest of the surrounding rooms, the space served as a vent for heat and 
odors, while facilitating circulation throughout the entire house (Peterson F II, 4). 
The first Usonian home, the Jacobs House, was completed in 1937 in Madison, Wisconsin. 
Over the next twenty-five years, more than 100 other Wright-designed Usonian homes were 
constructed across the United States (Peterson, F II, 2). The seven Usonian homes 
constructed in Iowa are typical of Wright's Later homes, (constructed in the post-war years} 
which are generally larger and Less austere than his earlier designs (Peterson F II, 3 }. 
For Wright, these Usonian homes represented new ideals on the social and material make-up 
of the American home and landscape, and the influence that home life had on the individual. 
The homes were "... a natural performance, one that is integral to the site; integral to the 
environment; integral to the life of the inhabitants... Into this new integrity, once there, those 
who live in it will take root and grow" (Wright, The Natural House, 134-13 5). 
Cedar Rock 
History 
Lowell and Agnes Walter first contacted Wright in 1942 about designing a house for them on 
an eleven-and-a-half acre site in Quasqueton, Iowa. The Walters wanted an "uncommon" 
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house for their uncommon site on the Wapsipinicon River in northeast Iowa. As required by 
Wright's contract, the site was rural, as "...urban lots [would] not be accepted" and "acreage 
[was] indispensable" (Wright, Contract, 26 January 194b). 
The nearest town to the Walters' new property was Quasqueton, Iowa. Quasqueton is the 
oldest settlement in Buchanan County, located in Liberty township (which is 6 miles square). 
The name of the town comes from two Fox Indian words: quas meaning quiet, slow water 
and quetuck meaning fast or swift water. Combined, the two words form quasquetuck 
meaning where water begins slow and becomes fast, or a rapids. Later, in 1844, the first 
European settlers to the area named the town Trenton. In 1847 Native American and settlers 
names were combined to Quasqueton (The People of Buchanan County, IA 74-75). 
The Wapsipinicon River 
The Walters were typical of the clients of Frank Lloyd Wright. Like many who requested the 
service of Wright, they were upper middle class, ran their own business, and very progressive 
for their time. And, they were "...people who felt that the Usonian houses expressed the way 
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that they wished to Live... [The homes had no `sense of the grand', but were designed for the 
celebration of the family coming together" (Seargent 14). 
When Lowell and Agnes first wrote to Frank Lloyd Wright, they requested a house costing 
$10,000 to $15,000, but later increased the figure to $20,000. However, due to complicated 
constructed techniques, repair of damage caused by vandals, and the out-of--the-way location, 
the house cost close to $100,000 upon its completion. This was a typical problem of Later 
Usonian homes, which were larger than earlier designs and built in the post-war inflation era, 
and "Several smaller houses could be considered expensive for their size (the Neils, 
Kaufman, and Walter houses}... [because they required complex construction techniques, 
and the latter two were built in remote areas" (Brooks 44}. 
Wright's contract for payment was "...the same for a million dollar building or for a five 
thousand dollar dwelling..." and was based on a percentage of the actual construction cost. 
Three percent of the proposed cost was due when Wright completed preliminary studies, five 
percent was due when working drawings and specifications were received, and two percent 
was due at the time of construction supervision, for a total often percent of the final cost of 
the building (Wright, Contract, 26 January 1946). 
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Wright's contract (State Archives of Iowa, Des Moines) 
As per Wright's instructions, Lowell Walter hired a K.L. Kraft, the city engineer from 
Oelwein, Iowa, to create a map of the site for Wright's initial studies (Lowell Walter, Letter 
to Wright, 31 August 1945). Later, Wright traveled from Taliesin to personally tour the site. 
Although he was seventy-seven years old, he walked the entire eleven and a half acre plot of 
land to determine the final siting for the home (Lewis 19). The house was eventually sited on 
a narrow ridge of land on the southern edge of the property, overlooking the Wapsipinicon 
River. 
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The Walters especially liked plans by Wright that had appeared in Ladies Home Journal in 
1945 as "Opus 497", a one story house that was about 150 feet in length. The house is 
unusual in this respect, in that, "Occasionally, a client liked a particular published, but 
unexecuted, design and contracted Wright about having it built (the Walter house)" (Brooks 
39). By December 1945, the first sketches of Wright's ideas were sent to the Walters. In 
order to better fit the "Opus 497" plan to the site in Quasqueton, Wright mirrored the plan 
and rotated it to 45 degrees in order to gain the best view of the river. 
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The "Opus 497" design was the "polliwog" or "tadpole" form of Usonian house, (the most 
popular of the Usonian house forms) with a wing of bedrooms stemming off of a large living 
area. (The other forms were the diagonal, in-line, hexagonal, and raised.) The plan for the 
house was based on the Japanese "ken" system, which uses a base unit to determine scale, 
both absolute and relative. In the case of the Walter house, Wright used a grid pattern of 5 
foot 3 inches, with everything based on either a whole or half unit. The proportioning system 
can be seen in the pattern of red concrete rectangles that make up the exterior walk and the 
garden room floor. 
31 
~~c ~rlcrt rim is c~i~+s~~~i rr~to lic~:ng and dining sct[ians 
n ir~~S~~~~~ gardrn, ti~cr~s~~g'trr~ the right, rocessed on ~lh~ 
~~ ~sn.%n~ ~n tits lctt. opening onto t#re tcrra~r. 
+r+l ~ 
~..~.....s.RY (. 
Original "Opus 497" plans, from Ladies Home Journal 
(State Archives of Iowa, Des Moines) 
The Walters visited Wright at Taliesin in July of 1945 and again in October of 1946 to 
discuss the design, and there was frequent written communication between Lowell and 
Agnes in Des Moines and Frank Lloyd Wright as he traveled between Taliesin West in 
Arizona and Taliesin in Wisconsin. The Walters suggested changes in the design, such as 
enclosing the carport and "mirroring" house so that bedroom windows faced the Southeast. 
Although (contrary to rumors regarding Wright's unbending personality) he proved very 
understanding of their concerns and listened to their suggestions, neither change was made. 
Lowell and Agnes Walter originally planned a Native American name for the house, but 
since many people knew the site as Cedar Rock, the name was also used for the house. 
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Later, the house was designated by the state of Iowa as the Walter house, following specific 
instructions left by Lowell in his will. 
Throughout the construction of the house, and after its completion, Frank Lloyd Wright and 
Lowell Walter shared a mutual respect for each other. In 1950, the National Council of 
Architectural Registration Boards requested a letter of recommendation from Lowell 
regarding Wright's application for a license. Lowell responded that he and his wife 
considered Wright, "...the very tops as an architect" and that they were very proud of their 
new home (Lowell Walter, Letter to NCARB, 14 September 1950). Later, in 1951, when 
Wright ordered a piano for the garden room, Lowell expressed concern about its height in 
relation to the low lines of the house. Wright responded with a letter saying". . .You [Lowell] 
are one of the smartest men I ever knew," and wrote the piano manufacturer to order two 
inches taken off of the piano legs (Wright, Letter to Walter, 30 April 1951). 
Taliesin Christmas Card from Frank Lloyd Wright to 
Lowell and Agnes Walter, 1948-1949 
(State Archives of Iowa, Des Moines) 
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Construction 
Construction of the house was delayed due to the World War II, and later due to Lowell's 
insistence that the materials could be better utilized in constructing housing for veterans. In 
the meantime, Lowell ran the water, electrical and telephone lines to the site, and requested 
that construction of the council fire begin (Lowell Walter, Letter to Wright, September 27, 
1947). The Walters decided to hire Kucharo Construction Company out of Des Moines to 
build the unconventional home. James T. Martin of Independence, Iowa was in charge of all 
of the heating, plumbing, and electrical work for the house (see Learning the "Wright" Way, 
Martin's memoirs). 
Cedar Rock under construction (State Archives of Iowa, Des Moines) 
Construction on Cedar Rock began in 1948. Lowell Walter, along with the vice-president of 
Kucharo Construction, visited Frank Lloyd Wright at Taliesin in June, 1948 to discuss the 
construction details of the house. Wright's design style, like his designs, was unconventional 
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for the time. James T. Martin, contractor for the Walter House, said that the plans sent by 
Wright were "far different than [he] had seen before. They represented more of an idea than 
a true hard fixed plan. The design was there, the idea was expressed, with the feeling that 
there could be more if Mr. Wright so ordered" (Martin 4). This observation was echoed by 
Gordon Chadwick, an apprentice to Wright, who stated that "Wright plans required 
interpretation" and that builders always wondered why the plans weren't "...worked out 
dimensionally" (Brooks, 60). But, by providing plans that did not include dimensions, 
Wright could emphasize his concept of the design system. After construction documents 
were received and approved, materials began arriving at the site. 
Construction on the boathouse (State Archives of Iowa, Des Moines) 
Much of the construction was supervised by John DeKoven Hill, an apprentice of Wright. 
Hill was housed in the area during much of the construction, and made trips back to Taliesin 
to consult with Wright. Wright, along with various apprentices from his school, also made 
frequent trips to Quasqueton to inspect the work. 
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Wright used the same palate of materials in the construction of Cedar Rock as he specified in 
his other Usonian home designs. The roof and floor of Cedar Rock are concrete, the exterior 
walls are brick, glass, and interior walls are constructed of walnut board paneling. In order 
to utilize the simplest means of construction, "...the sandwich wall was made up of a core 
(vertical boards or plywood) with roofing felt on both sides. Then horizontal cypress boards 
and battens were screwed to both sides of the core" (Brooks 61). 
Board and batten wall construction 
(Brooks 62) 
The concrete used in the roof construction varies from 7 to 10 inches thick. The roof is 146 
feet long, and extends outward 5 foot 3 inches at most places. The concrete is covered with 1 
to 2 inches of insulation, then with a built up tar and gravel roof. In keeping with Wright's 
typical low, horizontal buildings, the interior ceiling is only 7 foot 3 inches tall in the center 
of the garden room and bedrooms, and drops to a more human scale in the gallery. Wright's 
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original plan was to cover the roof with nine inches of dirt for a garden; however, the Walters 
never completed his plan. 
Southeast exterior corner of Cedar Rock-
photograph by Ezra Stoller 
(State Archives of Iowa, Des Moines) 
The brick (standard face set common brick) was shipped from The Purington Paving Brick 
Company in Galesburg, Illinois and hauled from the station at $4 per thousand. The first tow 
loads of brick were not packed in straw as requested. Letters from Kucharo to the brick 
company emphasized the packing method, since Wright was "...opposed to chipped 
corners". 
Also at Wright's insistence, bricks were hand sorted by workers for consistency in size, 
shape, and color. In all, over 110,000 bricks were used in constructing the four structures. 
Like at any Usonian home, bricklayers at Cedar Rock were instructed that "horizontal joints 
were to be raked 1/4" deep, leaving a concave joint, and vertical joints to be pointed up flush 
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with the mortar colored to match the brick," a technique advocated by John Burroughs in 
1886 (Rosenbaum 107). 
Exterior bricks, with horizontal "struck" joints 
and flush, colored vertical joints 
During an inspection of the work, one of Kucharo Construction Company's owners (and one 
of its namesakes) commented on Wright's qualifications as a construction supervisor. 
Wright promptly began laying brick, and invited Mr. Kucharo to join him. Even though 
Wright was 20 years older Mr. Kucharo, Kucharo later admitted that Wright could lay bricks 
"... as fast, as well, and better than most" (Martin 5). 
All of the exterior doors at Cedar Rock are made of one-inch thick plate glass from the M. 
Cacti Glass Company. They were hung on a continuous steel piano hinge, specially made in 
a St. Louis factory that made truck hinges. Estimates were requested for screens for all of the 
exterior doors, and the "ungodly" price given by Metal Crafters in Cedar Rapids was 
$2,592.00 (2 September 1948) The same company stated that they could fabricate the sliding 
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screens desired by Wright for $15,494, but refused to guarantee the screens based on 
Wright's details (Metal Crafters to Herbert Langer, 15 October 1948). The screens were 
never ordered or installed. 
The house is heated with a "gravity heating" system, or radiant hot .water heating, where 
pipes are placed in a bed of crushed gravel and then covered with concrete floor panels. Heat 
is conducted through the concrete and heats the spaces above. The two-inch wrought iron 
pipes were installed under the foot thick concrete floor panels in a serpentine coil pattern, in 
order to insure even heating of the building. To further guarantee adequate heating 
throughout the house, the gridded floor plan was divided into "zones" according to their use 
(Martin 5}. One drawback of this system was that the throw rugs used in Wright's houses 
often impeded the heat flow. The 1000-gallon oil tank that fuels the heating system is located 
under the outside entrance walk. 
The house was completed in 1950. After the house was completed, Lowell and Agnes 
Walter held a large picnic at the house for Wright and his apprentices. They called the three-
day housewarming a "Gold Event". International members of Wright's fellowship cooked 
exotic dishes over the council fire, and Wright brought his wife and daughter to visit .his 
newest construction (Martin 8}. 
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The Taliesin Fellowship around the Council Fire 
(State Archives of Iowa, Des Moines) 
Although the house was originally intended to serve only as a summer home, Lowell and 
Agnes eventually decided to reside there year-round. Several alterations had to be made to 
the home, including the addition of baseboard heating in the main room. There were also 
problems with the plate glass windows of the garden room, which were not insulated, and 
with frost forming at the beveled corners of the glass windows. Because of the expense, 
insulated windows were never installed (Martin 8-9). 
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Cedar Rock- Interior 
Entry Hall 
In the entry hall, the wardrobe, shelving, and telephone table are all built-in and integrated 
with the building. Like all of the built-ins throughout the house, those in the entry hall use 
brass piano hinges. Wright installed the first of a series of lighted brick grilles above the 
telephone table, with the niches filled with chunks of colored glass. The two closets at the 
gallery entry were designed at the special request of Lowell and Agnes (2 December 1946), 
with her closet for the cleaning supplies and his closet containing racks for Lowell's fishing 
and hunting gear. The coat closet near the front door has clerestory windows for ease of use 
in the daytime. 
Entry hall- photograph by Ezra Stoller 
(State Archives of Iowa, Des Moines) 
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Garden Room 
The large open space that Frank Lloyd Wright and the Walters call the "garden room" is a 
large combination living and dining room. The room covers over 1000 square feet, and is 32 
feet square. Three of the walls of the room are glass doors that look out over the landscape, 
while the fourth wall is a mirror. The fireplace in the south corner of the room is cantilevered 
and set three feet below floor level. It can hold logs up to five feet long. Wright had to add 
rows of brick to the lower edge of this and many of his other fireplaces, due to inadequate 
draft for the opening size, which caused smoke to fill the room. 
Garden Room- photograph by Ezra Stoller 
(State Archives of Iowa, Des Moines) 
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Like the other rooms in the house (as well as many of Wright's houses}, all furniture and 
accessories were designed or approved by Wright. To give the room a look of completeness, 
the only difference between the design of the dining chairs and occasional chairs was the 
shape of the seat. The occasional chairs were fitted with a square seat, while the dining 
chairs have a round seat. 
Dining table and chairs Detail- table edge 
The room is divided with abuilt-in buffet, bar and dining table, all designed by Wright. The 
dining table can be moved and interlocked with a table in the buffet, creating seating for a 
larger number of guests. Reversed detailing at the edge of each table allows them to fit 
together smoothly and seamlessly. Shelving above the table helps to emphasize the 
horizontality of the house. 
Frank Lloyd Wright and Lowell Walter inspecting Garden Room shelves 
(State Archives of Iowa, Des Moines) 
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The bar is surrounded by a planted area, which contains tropical plants from Cowgill Nursery 
in Florida, many of which were imported from Central America. The clerestory windows 
and skylights light spaces in the garden room and other spaces throughout the house, and 
help to provide ventilation. Ivy planted around the clerestory helps provide shade in the 
summer. 
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original plant list, pricing, and layout around the buffet- from Cowgill Nurseries 
(State Archives of Iowa, Des Moines} 
In the dining area and the entry hall, chunks of colored glass from Corning Glassworks were 
placed in a brick grill and backlit to simulate the art glass found in many of Wright's Prairie 
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Style houses. This type of brick grille was often used on the exterior of his earlier, Prairie 
style homes. The glass inserted in the spaces is "cullet" glass, large chunks of scrap glass 
formed as a by-product of the glassblowing process. Wright ordered boxes of the glass, to 
insure that plenty of replacements would be available. 
Exterior grille- Dana Thomas House 
(Patterson 95) 
Grille with glass cullet-
dining area at Cedar Rock 
Draperies and rugs throughout the house were woven by Dale Peterson, Inc. in Osage, Iowa. 
Rugs are cocoa-colored seam-loo with no pattern and no rug pads. The same fabric was 
chosen for draperies and upholstery throughout the house. The fabric is cream colored, with 
gold metallic threads that run laterally to reinforce the horizontal character of the rest of the 
house. The wrought iron furniture for the patio was ordered from Marshall Field's in 
Chicago, goat skins for the house were from Weil- Eisendrath, a Chicago tannery, and 
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handmade glass vases were from Carson, Pirie, Scott in Chicago (Hill to Walter, 17 July 
1950). 
Kitchen 
The clerestory windows and skylights in the kitchen allow heat and odors of cooking to 
escape. A red drop leaf table is built into the wall to give an extra surface for food 
preparation. The kitchen is one of the few rooms in the house where Wright allowed Lowell 
and Agnes to add their own personal touch. On the top of one of the cabinets is a set of 
ceramic "Tom and Jerry" cups. 
Olgivanna Wright inspecting kitchen canisters at 
Cedar Rock 
(State Archives of Iowa, Des Moines) 
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Utility Room 
The utility room, just off of the kitchen, was one of the problematic spaces in Wright's 
design. The space is very small, but was intended to contain all of the utilities for the house, 
including the boiler, hot water heater, and water softener. In Wright's mind, this did not 
include laundry facilities, but Agnes Walter insisted on having an in-house washer and dryer. 
To solve the spaces problem, the water softener was mounted in the wall, and the Walters 
purchased a stacked washer and dryer unit (Martin 8). 
Hall (Gallery) 
The hall that borders the "tail" of the tadpole shaped plan is lined with built-in walnut shelves 
and cabinets for storage. The built in furniture includes a broom closet, a gun closet, and 
storage cabinets with shelves above. The cabinets and shelves serve as structural support for 
the walls. There is also a large blanket storage and separate linen closet at the end of the 
gallery. 
Gallery- Photograph by Ezra Stoller 
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(State Archives of Iowa, Des Moines) 
Master Bedroom/ Guest Bedrooms 
The first guest bedroom has a double bed, while the second bedroom is a bit larger, with two 
twin beds. Each has a desk, wardrobe, and bedside tables designed by Wright. Like other 
furniture in the house, the built-in wardrobes and dressing tables in the guest bedrooms are 
Missouri walnut. Aline of clerestory windows continues the entire length of the house on 
the exterior edge, and recessed lighting lines the gallery side of the rooms. This allowed 
Lowell and Agnes to see if their guest were awake or sleeping. Ivy plants line the ledges in 
all of the rooms, and the bedding and upholstery is the same as in the garden room and dining 
room. 
Bedroom wardrobe Clerestory windows in bedroom 
The master bedroom is slightly larger than the other two bedrooms in the house, with a larger 
closet and direct access to the master bathroom. It also has a cantilevered fireplace, similar 
to the one in the garden room, but at a smaller scale. Each bedroom has glass doors that open 
onto the patio on the northwest side of the house. 
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Master Bathroom/ Guest Bathroom 
The bathroom fixtures in the house are believed to be unique among all of the Wright 
designed houses. They were designed by Standard Fabrication of Chicago as an all-in-one 
fixture that contains the bathtub, sink, and toilet in a single, compact unit. The sink portion 
of the unit was installed on a swinging arm, and could be placed over the toilet or over the 
bathtub. With this design, venting, drainage, and the water supply for the unit could be 
contained in a single, compact tube, allowing for easy installation in Wright's modular 
system of construction. 
Stan-Fab bath unit 
Ordered at a cost of $309.00 per unit (Langer to Standard Fabrication, 27 October 1948), the 
bath fixtures weighed almost 100 pounds apiece, and the shipping company refused to haul 
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them. James T. Martin made two trips from Independence, Iowa to Chicago to pick up the 
units (Martin 7). 
1~~7aid's Quarters 
In the original Opus 497, the maid's quarters of the design were designated as dog kennels. 
Although Lowell was an avid hunter and was never without the companionship of one of his 
hounds, the Walters felt that they needed a space for any hired help. In a letter dated 
September l Ot~', 1945, Lowell Walter requested the addition of a maid's quarters to the house. 
The maid's quarters are of a similar design as the guest bedrooms, with a comparable amount 
of space and a private bath. This was one of the few design suggestions that Wright 
incorporated into Cedar Rock. There is, however, no record of the Walter family ever 
employing a maid. 
Maid's quarters, view from the west, 
with connecting carport and master bedroom 
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Cedar Rock- Exterior 
Grounds 
The grounds of Cedar Rock were planted with 135 evergreens- Cedar, Northern Pine, 
Austrian Pine, Scotch Pine and Bu11 Pine, all approved as acceptable landscaping by Wright. 
Hawthorns and shrubbery were allowed, but nothing taller than the height of the house could 
be planted, so as not to obstruct the view of the house. For the same reason, all electrical and 
phone lines into the property were buried. This added to the cost of the house, due to the 
Long distance from the main road to the house. Tulips, daffodils, and jonquils were planted 
in containers along the front walk, to brighten the look of the house. Other landscaping 
around the house included flowering crab apples, lilacs, winterberry, two Crimson King 
Maples, Grootendorst Roses, and climbing roses. All fences around the property were 
hidden, to continue the clean look of the house and its surroundings. 
All of the exterior lighting was designed by Wright. The mushroom shaped lights were made 
from a Dakota disk wheel and were scattered across the landscape. Exterior lighting at the 
boathouse was fashioned from the crankshaft of an internal combustion engine, with bulbs in 
each of the joints. This lighting was designed on site by Frank Lloyd Wright, and built in the 
shop of James T. Martin, who said, "The treatment of the lighting of the grounds was quite 
effective and was very pleasing when displayed at night" (7). 
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Crankshaft light at boathouse Dakota disk light 
Gate 
The gates at the end of the drive were designed at Mrs. Walter's suggestion. She thought the 
house needed something "just a little better" than a farm gate. The iron gates alone weigh 
over 600 pounds, and the bottom hinges are sealed with grease for easy operation. The 
square urn on top of the gate post was carved from a 3000 pound block of Indiana Limestone 
by Rowat Cut Stone, Inc. The finished urn weighs one ton.and required a mobile derrick 
from Independence to lift it into place. Wild grape vine and bittersweet were originally 
planted in the urn, to soften the sharp edges and the material of the stone. Brick for the walls 
and posts were shipped from the same Galesburg, IL company that manufactured the brick 
for the house. And, like the house, the perpendicular mortar joints were colored to match the 
brick while the vertical joints were left natural. Materials and construction costs for the gate 
totaled 51900, not including design fees. 
5? 
Entry gate Limestone urn 
Carport 
The carport that is attached to the house has room for two vehicles. In his first 
correspondences with Wright, Lowell requested and asked for a place to park the vehicle he 
drove at the time, a Packard Clipper, which was 17 feet long (15 December 1945). Later 
letters to Wright requested that the carport be enclosed, or include roll-down doors, since 
Lowell was accustomed to enclosed garages in the winter (15 December 1945, 17 December 
1945). Both requests were denied by Wright, due to the design aesthetic of the house. 
When Mr. and Mrs. Walter lived there, they drove a pair of matching Volvos, both of which 
could be parked under the carport. 
Carport and drive area 
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Thompson TVT Boat 
Lowell Walter's fishing boat was built by the Thompson Brothers Boat Manufacturing 
Company in Peshigo, Wisconsin. It is a Thompson Deluxe Speedster, which were sold 
between 1942 and 1945, and probably originally had a V-Type outboard motor, with a top 
speed of 30 miles per hour. These boats were considered some of the fastest and best boats of 
their time. The boat had a white bottom with forest green spray rails and varnished decks, 
not the typical paint scheme for the boat (Baker). Lowell was an avid hunter and fisherman, 
and often used his boat on the Wapsipinicon River. When not in use it was winched up the 
boat ramp on a dolly and track and stored in the basement of the boathouse. The boat is 
currently on display at the Visitor Center at Cedar Rock. 
Lowell Walter's Thompson TVT 
(State of Iowa Archives, Des Moines) 
Boat House (River Pavilion) 
The boulder at the edge of the Wapsipinicon River narrows to a point, and was named Cedar 
Rock. The pavilion that Wright designed for the Walter family straddles this rock ridge, and 
follows the same design principles as the house. Mitered glass corners are used in the main 
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room and the concrete roof cantilevers over the exterior deck. A screened porch area 
provides seating that overlooks the river. The second storey of the boathouse contains a 
guest room with a fireplace, a kitchenette, a bathroom, and ascreened-in porch. Lowell used 
this as his office space for his various business ventures, and often met with his tenants and 
clients in the boathouse. He also used the space for Friday night poker games with his 
friends. 
Frank Lloyd Wright and Lowell Walter examining boathouse construction 
(State Archives of Iowa, Des Moines) 
The initial estimate for construction of the boathouse was approximately $19,000, but, like 
everything else at the Cedar Rock site, final costs were much greater. Like in the residence, 
materials and construction techniques, including the folding gate for the boat storage, were 
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much more expensive than anticipated. Originally designed with a floating dock, the 
basement of the boathouse has a track and iron car powered by an electric winch, which 
pulled the boats out of the water and into the storage below the pavilion. Lowell Walter used 
the boathouse regularly for his fishing expeditions, until he capsized his Thompson 
Motorcraft in the river. 
. _ .~~.._ 
r~~%r .ro 
The boathouse and Cedar Rock from across the river-
photograph by Ezra Stoller (State Archives of Iowa) 
Boathouse- east elevation Boathouse- cantilevered roof 
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Council Fire 
One of the first elements of the design that was completed was the council fire area. Located 
to the north of the house, the firepit sits on the bluff overlooking the river and the river 
bottom. Wright's design called for asemi-circle of seating, with sloped brick construction 
that allowed for both shorter and taller people to sit comfortably. A crane for a large iron 
kettle was built, acid swings into and away from the fire pit for ease of cooking. An outlet 
was installed at the side of the crane for an electric barbecue. The fire pit itself was 
dimensioned so that it had the capacity to roast I/ of a cow, '/2 of a pig, or a whole lamb. The 
workers who built the home and council fire nicknamed the barbeque the "Bull Fryer" due to 
its large size (Martin 6). 
Council fire Grill and spit at the council fire 
Small raspberry colored buffets were specially ordered by Lowell Walter in June of 1950 
from Crane's of New York (Walter to Crane's, June 17, 1950). The "buffettes" originally 
came in sets of three, with each a different color. Wright's suggestion was to order all in 
raspberry, to match the color of the brick, mortar, and concrete roof (Wright to Walter June 
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14, 1950). The tiered metal stands were originally used for serving food, and they can be 
seen in several photographs of groups eating around the council fire. 
Wright and Walter family around council fire 
(State Archives of Iowa, Des Moines) 
Frank Lloyd Wright Signature Tile 
The double spiral that Frank Lloyd Wright had been utilizing as his logo evolved around 
1938. Overlayed onto a Cherokee red square, Wright's logo began to suggest an infinite 
space. Wright described the spiral in terms of Eastern philosophy. "In the West," he 
explained, "if you want to move from one point to another, you move in a straight line. But 
in the East no one ever moves in a direct line, so what you do is go past the thing, turn right 
and pass it again, and pass it again, until you have become the thing" (Hoppen 139). The 
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Logo began to suggest, "...the creative process, ...the intake of energy that the artist 
transforms into art" (Hoppen 139}. 
P~R~E PTA o~*t 
Wright's spiral logo (Hoppen 139} 
Later, to designate his most "complete" works, Wright chose to use a simplified version of 
the logo. While a dinner guest at the home of Jeannette Haber, mother to architect Aaron 
Green, Wright asked Ms. Haber to produce the tiles that would be used to "sign" his 
buildings. He sketched and dimensioned a simple red square containing his initials, and said, 
"Aaron can put my initials on the the for you." Each the was hand cleaned and sanded before 
the tiles were baked and glazed, and only the finest of the tiles were sent to Wright. 
According to Green, Wright only received about twenty finished tiles, "... which he 
distributed to favorite clients." (Frank Lloyd Wright Foundation) 
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Frank Lloyd Wright signature file 
installed in the carport at Cedar Rock 
The Cherokee Red initialed file was sent as a gift from Frank Lloyd Wright to Lowell and 
Agnes Walter in July, 1958 and installed in the carport. The Walter House is thought to be 
one of only 19 existing Wright constructions that bear the file signature. Because there is no 
record of the number of tiles that were created, there is no definitive list of buildings that 
currently bear the file (or those that were destroyed). The following list was compiled with 
the help of Pat Schmitz, site manager at Cedar Rock, and Margo Stipe, curator at the Frank 
Lloyd Wright Foundation. Some of the buildings known to have the file are: 
1) Jacobs II -Middleton, WI 
2) Broad Margin -Greenville, SC 
3) WB Tracy House -Normandy Park, WA 
4) Hagan Residence - Chalkhill, PA 
5) Carl E Schultz House - St. Joseph, MI 
6) Beth Shalom Synagogue -Elkins Park, PA 
7) VC Morris Gift Shop -San Francisco, CA 
8) Marin County Civic Center -Marin County, CA 
9) Mrs. Clinton Walker house, Carmel, CA 
10) Taliesin West, Scottsdale, AZ 
11) Taliesin, Spring Green, WI 
12) H. C. Price Tower, Bartlesville, OK 
13) H.C. Price house, Bartlesville, OK 
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14) H.C. Price house, Paradise Valley, AZ 
15) Kalita Humphreys Theater, Dallas, TX 
16) Sterling Kinney house, Amarillo, TX 
17} Walter house, Quasqueton, IA 
Wright said that Cedar Rock was f nished "about 97 1/2 percent as [hey planned it and that is a 
pretty high average." In a letter dated August 1 1, 1950, Agnes Walter told a friend, "It is 
really lovely- more beautiful that (sic) we had ever hoped- now that it is all furnished." 
Shortly after the house was completed, the Walters conducted tours to benefit the Veteran's 
Cemetery in Quasqueton in 1950. Agnes Walter noted visitors from 22 states, 2 foreign 
countries, and all parts of Iowa (Agnes Walter, August 11, 1950). 
The Project 
The Lowell Walter House is currently under the stewardship of the Iowa Department of 
Natural Resources, as a result of the bequest of Lowell and Agnes Walter. The Walters, at 
their deaths in the 1980s, left the house and land, along with a sizable trust, to the citizens of 
Iowa. Lowell felt that the house and its surroundings should be left "... as a place of interest 
to enable [them] to inspect and see an outstanding example of the architecture, furniture, and 
furnishings [of its time] ... ". The land was to be used as more of a park, where visitors could 
"...see and .enjoy the scenic view and historical setting of the site and also to watch the 
wildlife and inspect the many kinds of wild shrubs and wild flowers on the site" (Lowell 
Walter, Last Will and Testament). Since that time, the Lowell and Agnes Walter trust has 
purchased adjoining acreage and constructed a visitor center as a gathering place for visitors 
to the site. 
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The recently _constructed visitor center serves as a welcome center and gathering space, and 
provides an introduction to the house, the people associated with it, and to the principles of 
the house design. Pram this spot, thirty minute guided tours are conducted by staff members 
and volunteers, with the emphasis of the experience being the tour of the house itself. The 
building serves as a base for the everyday operations of the house as a tourist site, and allows 
the residence itself to remain in its original state, with all rooms open for public view. The 
visitor center houses all of the necessary offices, storage, and public facilities that can not be 
Located in the house, and that would compromise the integrity of the grounds. 
The design project for new exhibits in the visitor center began at the suggestion of Angela 
Corio, the landscape architect for the Parks Department of the Iowa Department of Natural 
Resources. Iowa's state park system had recently renovated the Civilian Conservation Corps 
Museum at Backbone State Park, installing new exhibits and updating the facility. After the 
overwhelming community support and success of the CCC project, Ms. Corio wondered 
what could be done for other historic properties administered by the state- properties that are 
often ignored due to the focus on outdoor recreation and recreation facilities, and to the 
current lack of funding at the state level. 
The redesign of the exhibits was prompted by a general dissatisfaction with the current 
exhibits, which was expressed by both the site manager at Cedar Rock and the landscape 
architect for the Iowa Deparhnent of Natural Resources. The existing collection at the site 
has an abundance oftwo-dimensional objects, but only a few three dimensional objects (see 
Appendix B). All of these objects are displayed in the same manner, in waist-high cases that 
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-are similar to those found in jewelry stores. Each case has three shelves, and information and 
objects presented on the lower shelves are difficult to view from a standing position. Efforts 
have been made through display techniques to try to improve the situation, but, in general, 
the cases are not conducive to museum-type display. 
Of the three dimensional objects on display, most relate to the Iowa Road Building Company 
and to the lives of Lowell and Agnes Walter and Frank Lloyd Wright, rather than to the 
actual physicality of the house and the grounds. This its in with the philosophy of the staff 
at the site, who believe that the exhibits should give background and history of the site, 
without revealing too much information. They believe that the guided tour of the house 
should speak for itself. For this reason, the topics of the new exhibits should focus primarily 
on the people involved with the house, including Frank Lloyd Wright and the Walters, and 
on the design philosophy behind the design, rather than the fully exploring the house, its 
furnishings, and the other structures on the site. 
For the Iowa Department of Natural Resources and the Lowell Walter Trust, design concerns 
are of a more practical nature. Because of the economic conditions of the state of Iowa, and 
the desire of the Walter Trust to carefully manage the money in the maintenance fund for the 
house, both organizations wish to spend as little as possible on new exhibits. For this reason, 
the construction techniques and materials used must be as economical as possible. Also, the 
existing set of fixtures is only a little over a decade old, and are still in good condition. If 
possible, both organizations would like to see these fixtures reused in some manner, either 
integrated into the new exhibit fixtures, or used in some other manner in the visitor center. 
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Based on additional research into cognition, environmental psychology, museum and 
exhibition design, and the interpretation of objects and culture, this paper proposes a design 
for a new set of exhibits for the visitor center at Cedar Rock that will meet the needs of the 
Iowa Department of Natural Resources, The Lowell Walter Trust, site staff, and visitors. The 
Cedar Rock Visitor Center will serve as a small-scale version of the larger design question of 
a museum, providing the opportunity to address similar design concerns of circulation, social 
space, and spatial usage as well as issues of cognitive flow, and social flexibility, and 
practical issues of construction and budgeting. The proposed exhibits are appropriate to the 
site and to the topic, while also addressing the cognitive needs of the visitors and the 
complex relationship between learning and environment. 
The Museum 
The concept of the museum is very fluid and flexible. It is based less on the physical 
presence of the museum as an institution, and more on the activities and experiences that take 
place there. fur perception of "museum" is based not only our personal experience as a 
visitor, but also on the type of information that is presented, how the information is presented 
and the effectiveness of the presentation. After a11, even though museums are seen primarily 
as entertainment, there is also an expected degree of education that occurs. Loosely defined, 
the museum can be seen as a combination of the visitor and their individual experience, of 
the objects that are contained in the museum and how they are interpreted, and, lastly, the 
physical design of the museum or exhibit as a container for objects and interpretation. 
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According to an American Association of Museums study, in 199$ there were a total of 865 
million visits to American museums (Falk and Dierking, 71). And, like any other institution 
in society, museums and interpretive facilities operate in a consumer driven society, 
marketing their facility to prospective visitors. They survive on the same principles of 
supply and demand, albeit with the somewhat more lofty goal of education and 
enlightenment. Gaea Leinhardt, a sociocultural researcher, provides this definition for 
museums: 
Museums are our preeminent institutions for learning. Museums are 
where our society gathers and preserves visible records of social, 
scientific and artistic accomplishments; where the society supports 
scholarship that extends knowledge; and to which people of all ages 
turn to build understandings of culture, history, society and science. 
(Falk and Dierking, 92} 
But, at the heart of these institutions, no matter what the purpose, lie the needs and wants of 
the consumer. Although they may not see themselves as consumers in the same sense of the 
consumer in the marketplace, museum visitors are in search of a specific commodity- in this 
case, an experience that results in an increased knowledge of the world- and their "business" 
is given to the institution that best serves this need. 
The museum as an environment is at the junction of cognitive, social, and personal space. 
There is a concurrent and reciprocal relationship of object to human, human to environment, 
and environment to object which is simultaneously internal and external to each. The 
museum visitor perceives and defines the object within the parameters of his own personal 
experiences, while the object informs the visitor and contributes to new knowledge or refines 
existing knowledge. Similarly, the visitor perceives and defines the environment while the 
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environment affects behavior and serves as the setting for new experiences. The 
environment affects the perception of the object by providing a concrete sense of place, while 
at the same time the object redefines the environment, both physically and in its meaning. 
This relationship is what allows learning to occur, in any environment, and careful 
consideration of this relationship makes for a more successful museum design. This process 
is simplified in the model by Tony Cassidy, which shows the commonly understood process 











our search for 
expected features 
Cyclical model of perception 
Objects and Interpretation of Objects 
In museums, the process of obtaining knowledge occurs through interpretation, whether 
through guided tours, interactive exhibits, living history presentations, or the countless other 
forms that the museum experience can take. Exhibits are the most common method, and are 
used to interpret some specific and significant aspect of the world, whether it is scientific, 
historical, or cultural. Most of these exhibits rely on objects (both two-dimensional and 
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three-dimensional), or a combination of objects and text, to present more detailed 
information as it relates to a specific subject. Even those in living history or museums with 
guided interpretations often rely on objects to reinforce their verbal information. And 
through this elevation of sometimes simple objects to a position of prominence or 
importance, these objects are perceived as somehow more special or significant than if the 
object were in its original, intended environment (O'Neill 134). 
Depending on the object and the focus of the museum, there are many ways of interpreting a 
single object. Art museums tend to display objects in order to interpret the physical 
characteristics of the artwork, while museums dedicated to history and archaeology tend to 
put objects within their typical context, interpreting the object as part of a larger story. 
Science exhibits tend to focus on a specific natural phenomenon, while other museums focus 
on the meaning and symbolism of an object, or group it with other, similar objects in a 
topical exhibit, which might deal with abstract themes or stories (McLean 23-27). Charles 
Saumarez Smith summarized the dilemma of interpreting objects by saying, 
What is the most important consistent property in determining the form of 
an object? Is it the intrinsic physical properties of the object, the material 
from which it is made, the way the body is manipulated and structured 
according to inherent skills of craftsmanship and technique? Or is it rather 
the extrinsic circumstances of the surrounding culture, the demands of the 
client and the ruling aesthetic of a particular period? (Pearce 10) 
Because of the implied importance of the objects presented in an exhibit, special attention 
should be given to their role in the museum experience. How the object is perceived by 
museum professionals and how it is presented in the museum context can easily affect the 
knowledge and perceptions that the museum visitor takes away from an exhibit. There are 
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many different interpretations of any given object, each of which is valid and with merit. 
The presentation of an object based on how the object was made and its materiality (intrinsic 
properties) creates a different perception of the object than if it were presented in terms of its 
usage and cultural importance (extrinsic properties) (Pearce 10). So, even though museums 
are thought to present information in an unbiased and objective matter, they are prone to the 
same degree of subjectivity as any other institution due to the multiple sets of meanings 
inherent in any object or event. 
Even the idea of the "object" is subjective. Although most museums rely on physical, 
tangible objects as the main focus of their interpretations, many also find creative ways to 
present intangible concepts to the public. Historical events, artistic movements, the personal 
lives of individuals, and many other intangible concepts are often presented by museums and 
museum professionals as if they contain the same sort of intrinsic value as physical objects 
(Hooper-Greenhill 104). Similarly, conceptual ideas carry the same dualities of meaning as 
any object, depending on whose perspective is being represented. So, while the use of 
physical objects, both two-dimensional and three-dimensional, can be seen as a way to 
interpret "visual culture" or "material culture", a museum's use of concepts and ideas as 
topics of interpretation can be seen as a way to explore the more general idea of culture. In 
these terms, "objects are the inscribed signs of cultural memory" (Hooper-Greenhill l 11) 
There is also an implicit difference between the meanings obtained from reading a text and 
the meanings obtained from studying an object or image. While both carry with them a 
certain degree of subjectivity, they rely on inherently different ways of processing 
information. While the perception of text is based primarily on the contrast of black letters 
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on a white background, with the meaning based on the word and sentences that are read, 
objects have many more degrees of sensuality that relates to meaning. The color, texture, 
patterns, shapes, forms, and even the smell or sound of an object contributes to the 
interpreted meaning of the object. So, while a visitor's perception of a text is based more on 
the meaning of the written word, and therefore more on the subjectivity of the author, a 
physical object can have a much wider variety of meanings and interpretations. 
The Exhibit 
Because of the many variables of visitor demographics, motivations, and needs, the wide 
variety of museum sizes, types, and messages, and the vast amount of information on culture, 
history, and science that can be presented through the museum, there is no outstanding 
manual or methodology that is used to create a good or successful exhibit. But, there are 
certain expectations that should be applied to any exhibit design. So, while many people 
consider what they have learned while visiting a museum, it is actually the exhibits that are 
doing the informing. 
In most cases, the museum building exists as a container for the exhibits, creating interesting 
and appropriate spaces to house and display the~collections, providing an environment that 
enhances the learning experience and the supplementary spaces that allow the museum 
experience to be seen as social as well as educational. 
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The Visitor 
Needs and Motivations 
The central focus of any museum should be the museum visitor and their individual 
experience at the museum. The visitor is the subject of extensive research and study, by 
sociologists, anthropologists, museum professionals, and others. Many museums conduct 
extensive studies of their visitors, using visitor surveys and observation to gauge which 
elements of a facility are successful, and which need attention. These often serve to collect 
demographic data on the age, sex, and economic status of the visitor as well as on their 
satisfaction level with their museum experience. But, while this sort of research may give an 
idea of who the visitor is, as well as the visitors' likes, dislikes, and outward behavior, they 
do little to explain the internalized thoughts and motivations of a visitor in the museum. 
Each visitor has distinct and separate personal needs and motivations, and existing 
background and knowledge that contribute to his or her museum experience. In this way, the 
personal, individual needs and motivations of the museum visitor are probably the least 
attended to of all considerations in museum and exhibit designs. Because of the large 
number of variables, it is difficult to plan for a specific group or audience, without ignoring 
some of the least known or more complex needs that a visitor brings. 
Rather than considering the museum visitor in terms of specific needs, David Dean lists six 
different motivations for a person's action, which are: social interaction, being challenged, 
having the opportunity to learn, active participation in an experience, comfort in an 
environment, and doing something worthwhile (Dean 24). For Dean, the most significant of 
these motivations is the need to be with other people and interact socially. This is reinforced 
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by the research of McManus, who found that visitors in groups tend to visit and discuss each 
exhibit as a whole group (Goulding 263). And, in Dean's Listing, four of the six motivations 
can be interpreted as having to do with gaining new knowledge. 
Richard Prentice, who interviewed visitors to a museum on the Isle of Mann, found that 
almost one third (44 out of 144) were in search of "a general day out" (Prentice 53). A large 
number also specifically mention the social aspect of the outing, with 40 of 144 wishing to 
spend time with family and friends. In the same study, Prentice found that a similar 
proportion (42 of 144) were actively seeking to broaden their general knowledge (Prentice 
53). 
Still others classify the benefits to the visitor as educational, recreational, and inspirational 
(Knudson et al, 57). A study in Britain by Theano Moussouri placed reasons for visiting 
museums into six categories: education, entertainment, social event, life cycle, place, and 
practical issues. A follow-up study concluded that education and entertainment were the 
most common motivations for visits to the Smithsonian Institute's National Museum of 
Natural History (Falk and Dierking, 72). But, however varied the visitor's reasoning for 
visiting a museum, the facility should be, at the very least, aware of these motivations, and, 
whenever possible, respond appropriately to them. 
So, while many visitors cite social benefits as the motivation for a museum visit, and others 
seek out museums as a source of entertainment, the acquisition of new knowledge seems to 
be equally important for the visitor. Traditionally, education has been the primary concern of 
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museums, although more attention is being paid to the social and entertainment value of the 
museum as a part of society. 
Rather than labeling the reasoning for a museum visit in terms of motivation, which seems 
somewhat externalized and impersonal, anthropologist Nelson Graburn lists three 
experiential needs of the museum visitor. He discusses the overlapping experiential needs of 
the visitor, indicating a more basic, primal reasoning for spending leisure time in museums. 
Graburn's categories- educational needs (learning something about the world), associational 
needs (shared social experience), and reverential needs (more sacred and out-of--the-ordinary) 
are based on previous research by Sheldon Annis, who described visitor interaction in terms 
of the types of spaces that were necessary in museums. Annis' three categories include 
cognitive space, where people acquire factual knowledge, pragmatic space, where social 
interaction occurs and the person, rather than the object, is the focus, and dream space, where 
objects and interpretation becomes personal and symbolic (McLean, 12). The terminology 
used in this categorization is very suggestive, since it implies an inherent connection between 
the requirements of the visitor and the spaces that a museum provides. 
Experiences and World View 
The experience of the visitor in a museum is further complicated by the fact that the viewer 
interprets an exhibit in a way that fits with his own personal world view and existing 
knowledge. Each person views the exhibit through his own set of lenses, developed from his 
personal experiences, background, and previously gained knowledge on the topic (or any 
related topic). And, any future experience that is related to the information learned in a 
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museum can help reinforce the knowledge, and possibly enhance it. This other set of 
variables also influences the cognitive structure through which information is understood, 
processed, and retained. It also serves to create an agenda that, whether consciously or sub-
consciously, affects visitor behavior and learning (Falk and Dierking, 76}. 
In this way, the museum visitor creates and understands the meaning of an object. 
Relationships are made between the parts of an object and the whole of the object, refined 
through any pre-existing knowledge and the visitor's world view. This is known as the 
hermeneutic circle, where new relationships between the viewer, the object, and the world 
are used to continually refine the meaning derived from an object (Hooper-Greenhill 117). 
This idea could be further expanded to apply to the meaning of one object in an exhibit as 
compared to the entirety of an exhibited collection, and to the knowledge obtained in one 
museum as compared to any and all other museums that have been visited in a lifetime. 
Cognition 
Cognitive psychologists are more concerned with the final product of learning, rather than 
the process. Conversely, sociocultural researchers find the steps between exposure and 
learning much more informative (Falk and Dierking 109). But, whatever the focus, the 
cognition involves the same brain structures, performing the same operations, yet producing 
results that vary from individual to individual. The cognitive structure of every human being 
is based on the same fundamental information: facts as they are perceived, concepts and 
proportions, theories and generalizations, and raw perceptual data. This cognitive structure, 
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filtered through an individual's personal beliefs and biases, adds to their base of knowledge 
of a subj ect. 
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Schemata as embedded in cognitive maps (Neisser 112) 
As Rudolf Arnheim said, "The thought elements in perception and the perceptual elements in 
thought are complementary" (Visual Thinking 153). Perception has been described as a 
"cyclical" process, where meaning is not assigned to either the environment or the perceiver 
solely, or to a specific time in relation to the process (Neisser 72). This sort of flexible 
processing "...is not representational but schematic" (Wilson 9). The information gathered 
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by the cognitive process that is considered pertinent to the moment is then further analyzed 
and stored in memory, or `learned' . 
Much research is still being conducted in the area of human cognition and learning. Learning 
is often studied in terms of memory, as both episodic and semantic memory, and as both 
long-term and short-term memory. Both long-term episodic memory and long-term 
semantic memory are related to the idea of learning, but in different ways. Episodic memory 
deals mainly with events and occurrences in everyday life, while long-term semantic memory 
deals with a more abstract type of knowledge that relates to a basic framework for 
understanding the world around us. Hyde and Jenkins found that the presentation of 
information seems to be much more influential than intention to learn, and experiments by 
Craik and Lockhart (1972) showed that how information is presented related to an 
individuals personal interests seems much more influential to long term learning than 
repetition (Ashcraft 218}. While these experiments were conducted on the terms of 
information rehearsal and in a laboratory setting, the findings seem to be equally relevant to 
information presentation and consequently to exhibit design. 
Research into learning is further complicated by the fact that all learning is an individual and 
internalized activity. Everyone has a different learning style, whether they are more 
stimulated by visual information, aural information, or written information. Some learn best 
by doing, while others learn by studying a specif c topic. General statements about learning 
are further complicated by post-modern ideas of how the differing points-of--view and 
previous knowledge influences how an individual will fit new information into their existing 
knowledge structure. 
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Psychologist Howard Gardner's theory of learning styles is one of the most widely used on 
this topic. Gardner identifies seven different forms of human intelligence, each directing 
how an individual best learns from the available stimuli in the environment. The seven types 
of learners- linguistic, musical, logical-mathematical, spatial, body-kinesthetic, interpersonal, 
and inteapersonal (McLean 11)- must be presented with information in a form that they can 
best understand and process. The last two of the categories, inter- and intra- personal 
learners, must also be provided with an appropriate social environment in order to best learn. 
Educators and those interested in how learning occurs related to an individual's environment 
have developed their own model. John Falk and Lynn Dierking feel that learning only occurs 
within a context, which is actually composed of four sets of overlapping factors. Their four 
pronged model, named the Contextual Model of Learning, is based on the influences of the 
personal context, the sociocultural context, and the physical context, all operating within the 
context of time (Falk and Dierking 10). 
Physical Comfort 
One of the most easily quantifiable needs of the museum visitor is the physical dimensions 
necessary for comfort in an environment. The human form exists in a very limited range of 
shapes and sizes, yet, even within these boundaries, there are a large number of variations. 
Through the Americans with Disabilities Act, the government has attempted to set guidelines 
intended to ease the use of built environments by those with lesser abilities. The 
specifications of distances between objects, entry and exit requirements, and accessible 
facilities provides spaces that allow for freedom of movement, making the occupant 
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comfortable. But, along with these formal requirements, there are also a number of other 
considerations of the human body and perceptual systems that can make an environment 
more comfortable for its users. 
There are several ambient characteristics of the environment that affect visitor comfort. 
Noise and temperature must be appropriate for the activity that takes place in the space, or it 
could distract the occupant from the task at hand. Likewise, light should be at a level that 
allows ease of vision. Odors are also normally kept under control, to prevent distraction or 
discomfort. 
Because the majority of information received from the environment, especially that in 
museum exhibits, is presented through visual means, design for learning requires a basic 
understanding of the basic workings and limitations of human vision. Any text in the 
environment should be of adequate size, in a font that is clear and easy to read. Important 
information should also be placed in the cone of vision, the horizontal band that is at human 
eye level. Average adult eye height is 5 foot 3 inches, (5 foot 6 inches for men and 5 feet for 
women) and the cone of vision extends 4o degrees above and below the horizon line. 
Placement of objects, then, is based on the distance that the viewer is intended to view the 
objects. 
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The Visitor Center at Cedar Rock 
History/ Description 
The Visitor Center at Cedar Rock was designed and built by Cedar Forest Products in Cedar 
Rapids, Iowa (a representative of Cedar Forest Products in Polo, Illinois) in 1988. Designed 
as a collaborative effort between the construction company and the Iowa Department of 
Natural Resources, the structure is based on an unbuilt Wright design for a cabin. The 
building, constructed of solid Western Red Cedar timbers, has an area of approximately 1000 
square feet and currently houses a small gift shop, seating for a multimedia presentation, a 
gathering space for larger groups, public restrooms and a site manager's office, as well as 
exhibits related to the house and its history. The full basement contains space for storage of 
artifacts and supplies, an employee restroom, and two open office spaces. The building is 
described by the construction company as "...enrich[ing] the landscape rather than 
destroying by contrast" (www.cedarforestproducts.com/reception.html) and is currently one 
of the products advertised in their brochure and on their website. 
The Visitor Center at Cedar Rock 
~8 
Exhibits 
The exhibit cases in the visitor center were commissioned shortly after the completion of the 
building in 1989. Designed and built by Mark Russo of McGregor Woodworks in 
McGregor, Iowa, the cases use elements from Wright designs, such as walnut wood 
construction, mitered glass corners and sweeping, upturned edges. There are four large cases 
and one small case, along with six rectangular benches, four hexagonal benches, and a wall 
shelf. Each case contains two or three walnut shelves, and all have a built in "literature case" 
on the top, which tilts up to better show magazines, letters and other two dimensional 
materials. Four benches surround a hexagonal table in the center of the room, and other, 
rectangular benches are used to line the window wall. 
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Exhibit cases, designed by Mark Russo (Cedar Rock Archives) 
The information presented in the visitor center exhibits is intended to introduce, support, and 
reinforce the actual experience of the house tour, which is led by a staff member. The open 
central space and the very minimal wall area are dedicated to interpretation of the house and 
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design, which is presently done through presentation drawings of the house, a video on 
Wright's life and work, and a few small exhibit cases housing photographs and china. The 
collections are comprised primarily of photographs, letters, and family mementos, along with 
the house itself and its original furnishings. 
Exhibit cases in the visitor center Objects in exhibit cases 
Because of the nature of the exhibit cases, visitors are required to stoop or squat in order to 
view items displayed on the lower shelves of the exhibit cases. While difficult for the more 
able-bodied visitors, this proves to be almost impossible for older visitors to the site (who 
make up the largest demographic of guests). Glass in the cabinets, although true to Wright's 
design ideals, can create a glare from the windows at certain times of the day, and the glass 
must be kept spotless to insure visibility. Most items displayed in the cases are two-
dimensional rather than three-dimensional, and are displayed flat, making them more 
difficult to view from a comfortable position. 
The Clients 
The Lowell E. Walter Trust 
The Lowell E. Walter Trust was formed in 1981, following the provisions made by Lowell in 
his Last Will and Testament of 1968. In the will, Lowell laid out specific plans for the 
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division and use of his estate, including provisions for the financial security of his wife, 
should she outlive him, and generous annual donations to several religious and civic 
organizations. The trustees, in accordance with the will, are appointed by the District Court 
of Buchanan County based on their occupation, with one member being an attorney, one 
member a "...successful farmer living in Buchanan County", and one member a corporate 
trustee, specifically a bank. At the time of Lowell's death, the trustees directly appointed by 
the will were Agnes N. Walter, W. Louis Beecher, a Waterloo attorney, and the Iowa- Des 
Moines National Bank. Currently, the trustees are W. Louis Beecher, Gary Short, president 
of the Security State Bank in Independence, Iowa, and Brian C. Wright, Charitable 
Management Representative for the Wells- Fargo Bank (the corporate trustee). 
Although the trustees were charged with the management and distribution of the Walter 
estate, their primary job was the maintenance, and upkeep of the property at Cedar Rock. 
They are also responsible for administration of many of the financial concerns of the site, 
even though the actual ownership of the property is through the state of Iowa, and 
specifically the Parks Department of the Iowa Department of Natural Resources. 
The main provision made by Lowell Walter in his will was for the ownership of Cedar Rock. 
Agnes was to be allowed to live at the site as long as she wished, but upon her death, the 
house, property, and furnishings were to be offered to the State of Iowa as a "...property of 
interest..." for public use. Because of Lowell's generous trust, the upkeep of the property 
would be of no cost to taxpayers, and was guaranteed to be open and accessible for 75 years 
after his death (Walter, Last Will and Testament}. 
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Iowa Department of Natural Resources 
The Iowa Department of Natural Resources began in the 1890's as an organized effort by a 
group of natural scientists that advocated the preservation and protection of Iowa's forests 
and. watersheds. Led by Thomas Huston Macbride, the group rallied for a state conservation 
plan. The state responded by appointing Macbride as the first president of the newly formed 
Iowa Park and Forestry Association (Conard 18). Encouraged by the 1916 passage of the 
National Park Service Act, the IPFA reorganized as the Iowa Conservation Association and 
began a more focused campaign of promoting a state park system. The 1917 Holdoegel Act 
was quickly signed into law, and provided for land acquisition, lake improvement, and the 
establishment of an unpaid commission whose job would be to find "beauty spots and other 
places of historic significance". Although primary authority still rested in the hands of the 
state Fish and Game Commission, the bill did establish a Board of Conservation, an 
important first step for conservation advocates (Conard 3 6) 
In the years following World War I, there was a large increase in travel and tourism, due to 
rising incomes, improvements in roads, availability of cheaper automobiles, and a focus on 
individualism and freedom. By 1923, the parks had been fully established as a public 
institution, and the nine properties became entrusted solely to the state Board of 
Conservation. In 1931, the Twenty-Five Year Conservation Plan was completed by a group 
of conservation experts including Aldo Leopold, Jay Darling, and many other experts in 
history, archaeology, forestry, and geology, landscape architecture, and planning (Conard 
128). This was the first comprehensive model for conservation in the state of Iowa, and 
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influenced many later decisions made by the state legislature. In 1935, following the 
suggestions set out by the plan, the Board of Conservation and the Fish and Game 
Commission were combined into the Iowa Conservation Commission (also known as the 
State Conservation Commission), with members appointed by the governor (Conard 135). 
The park system was given a boost during the Depression by .the New Deal and the Civilian 
Conservation Corps. One of the first states to host CCC camps, Iowa's state park system 
greatly benefited from the many conservation efforts and improvements of the CCC boys. 
For the next several decades, the state park system in Iowa continued to expand, and the 
mission of the Iowa Conservation Commission grew to include a wider range of proj ects and 
interests, from water quality to historic preservation. The Iowa Conservation Commission 
and the Water, Air and Waste Management Commission were combined in 1986 to form 
what is now the Iowa Department of Natural Resources (Conard 275). Currently there are 98 
state parks under the control of the Department of Natural Resources, along with dozens of 
preserves and historical sites. 
Design Concerns 
There are many concerns related to the design of new exhibits for the Cedar Rock Visitor 
Center. Many are related to the design and spatial Layout of the existing structure, while 
others deal with visitors and their needs. Also at issue is the fabrication of the exhibits, 
which must be cost effective and relatively simple. Also, only a limited amount of objects 
are available for display, many of which are two-dimensional and require special 
consideration when being exhibited. 
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One of the first considerations for the design was the nature of the existing structure. The 
plan of the visitor center is very small and centralized, with almost two-thirds of the total 
square footage consisting of the exhibit area. But, while this area is technically labeled as the 
exhibit area, there are a wider variety of activities that take place in the space. Visitors 
gather as families or as tour groups, sit to watch the introductory video, or shop in the small 









Plan- Cedar Rock Visitor Center 
Windows line the two primary walls of the exhibit area, leaving little wall space for 
displaying artifacts and images. The fourth edge of the exhibit space is an imaginary 
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boundary created by the change in floor surface, from carpet to tile, which marks the area 
where restrooms and the site manager's office is located. Wooden trusses and ceiling fans 
overhead limit the height of any additions into the space, although track lighting installed 
along the trusses allows for flexibility for the placement of new exhibits. 
v;:~ N. 
Visitor Center Interior Overhead! Track Lighting 
For the employees of the site, one of the most important criteria for the new exhibit design is 
"visitor-friendliness". The exhibits should be designed in a way that is more attentive to the 
dimensions of the human body and its movement through space, and of the physical 
component of museum learning. The existing exhibits display two-dimensional and three-
dimensional objects in the same manner, using merchandise- style cabinets with all objects 
displayed flat on the shelves. This forces visitors to stoop or bend in order to view 
everything in the cases. The cases, although professionally designed and built, have acute 
sharp angles that are seen as a danger to visitors, especially small children. Interpretation, 
although grouped by topic, is brief due to the limited amount of space available in the cases. 
Displays are also in close proximity to the video viewing area and seating area, and the 
circulation through the room is unclear. In this way, the Cedar Rock Visitor Center serves as 
a small-scale version of the larger design question of a museum, addressing similar spatial 
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concerns of circulation, social space, and spatial usage as well as issues of cognitive flow, 
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Layout of existing display cabinets and benches 
Another important consideration when designing new exhibits is the specific needs of each 
visitor group. While the site is visited by a wide variety of people each season, most fall into 
the middle age demographic- those over fifty, who maybe semi-retired, and travel for their 
own personal pleasure and self-improvement. For this reason, exhibit text panels should be 
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clearly written, in a clear and large font, and placed at eye level. Displays should be arranged 
to allow room for wheelchairs and other mobility aids to freely move and turn, in accordance 
with the Americans with Disabilities Act, and should not obstruct the exit path. Children and 
families, although not the primary visitors to the site, are also a concern. Because of the 
uniqueness of the site and the value of the home as an educational site, aspects of the exhibit 
content should be accessible and appropriate for younger visitors. This could be 
accomplished through a separate set of exhibits for children, or the incorporation of child-
friendly information into the larger context of the exhibits. 
Many of the design concerns relate as much to the content of the exhibits than to the design 
of the display spaces. The new exhibits must be in accordance with one of the basic, 
unwritten tenets of the site, which is to "let the house tell the story". From their arrival, 
visitors are given only snippets of information about the house. and its story. The house is not 
visible from the road or the visitor center, and the visitor's first glimpse of the house occurs at 
the beginning of the guided tour. There are also few photos of the house in the visitor's 
center. For this reason, the information on the exhibit panels will focus more on the history 
of the architect and the family, and on details present in the house, without the general, 
overall view that is often provided in exhibits. But, because of the amount and type of 
supplementary information that is available, the exhibits may become too overwhelming with 
text, rather than images, or possibly contain too little information to suit the curiosity of the 
visitor. 
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The members of the Waiter Family Trust have a different set of concerns for the exhibit. 
Their purpose as a group is to insure that the family is honestly and appropriately represented 
in any endeavor at the site. Several exhibit panels will be planned that will focus on the 
family and Lowell Walter as a businessman. The trust is also concerned with funding for the 
project, as they have recently re-roofed Cedar Rock. For this reason, exhibits that are easy to 
construct, using available materials, should be a design goal. 
the Desi n g 
The exhibits designed for this space are intended to respond to the needs of the visitor, both 
physically and psychologically, while presenting information in a manner that is appropriate 
to the site as a Frank Lloyd Wright design. The design for the new exhibits in the visitor 
center includes three curved, wall-sized display panels, as well as a new desk for receiving 
visitors and for the cash register. The curve of the walls is related to the ken system grid that 
is used in the garden room of Cedar Rock. In this case, the grid is based on a measurement 
of 3 foot 4 inches, which is loosely taken from the dimensions of the existing structure and 
the placement of elements such as stairs, windows and doors. Several design decision were 
made based on the constraints of the existing structure. Exhibit height and width was limited 
by the available floor area and ceiling height, while placement of the exhibits was based 
primarily on existing traffic flow through the building. Windows along two of the walls also 
limited exhibit placement, and made glare on the text an image panels a factor in information 
placement. Each exhibit is designed specifically for the space and layout of the visitor 
center, and helps to create a sense of flow and separation in the otherwise open space. 
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The exhibit walls are punctuated by three display towers, to contain larger three-dimensional 
objects, and two smaller display sections integrated into the reception desk, for display of gift 
shop merchandise. The wall displays are constructed of walnut board-and-batten, running 
vertically, and the towers of glass with mitered glass corners. The walnut boards vary in 
width from 1'/2 inches to 12 inches, and are placed so as to indicate the curve of each wall, 
with narrower board in the interior of the curve and wider boards on the exterior and ends of 
the curve. 
These exhibits present information regarding the house in a manner that addresses the 
concerns and interests that were established by Lowell and Agnes Walter before their death, 
and must meet the standards for interpretation approved by the Walter Trust and the Iowa 
Department of Natural Resources. Text and image panels are placed on the exhibit walls in a 
collage-style arrangement, with related information adjacent or overlapping the next panel. 
Main ideas are central to the collage grouping, with sub-topics and related ideas around the 
periphery. Photos and text will be used interchangeably, as much of what is known about the 
house and its construction is found in photos, rather than in written accounts. In fact, many 
of the photos of the house, its construction, and the Walter family are underutilized, and are 
currently being stored in the State of Iowa. 
Photos of the Walter family will play a primary role in the exhibits, because the site relies on 
the exhibits in the visitor center to interpret the lives and personalities of the people who 
made Wright's design a reality. These redesigned exhibits interpret not only the house at 
cedar Rock, but also the life of Frank Lloyd Wright, and Wright's Usonian designs. The 
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exhibits re-present the work of Wright and interpret his ideals as they were manifest in this 
Usonian house design, and attempt to remain true to Wright's ideals regarding design. They 
also tell the history of the Lowell Walter family, who commissioned the house, and others 
that assisted with the construction of the house and that lived or worked on the farmstead as 
sharecroppers. 
Collage style layout of exhibits 
These exhibits are easy to construct and install, and can be made from readily available 
materials. Text and image panels of sandwiched plexiglass are connected to the exhibit walls 
using a system of copper pipe sections, rivets, wires, and hooks. Panels are attached to wires 
that run the length of the exhibit wall, behind the board and batten. These wires are spaced at 
3 inch intervals, beginning at 2 feet 6 inches from the ground and continuing to a height of 7 
feet 6 inches. The circular copper pipe used to space the panels from each other and the wall 
creates a simple, geometric graphic edge to the display panes (similar to many of Wright's 
architectural expressions). These copper connectors can be cut to any height, giving depth, 
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texture, and edges to the collaged display of information. They can also be placed at various 
locations on the edge of the text and image panels, giving variety to the overall composition 
of the exhibits. 
Attachment of text/ image panels to exhibit wall 
Overall Form/ Design of Exhibits: 
Placement of the exhibits in the central section of the visitor's center does not interfere with 
current traffic patterns. As visitors enter the building, there is a clear line of traffic to and 
from the restroom, as well as to and from the reception desk (in its new location). Exhibits 
are not placed on exterior walls so as not to obstruct the banks of windows on two of the 
exterior walls, and the centralized location allows for visibility from the entrance as well as 
from the site manager's office and the stair from the basement. Towers are placed so as to 
allow visibility from one space to the next, especially in the case of the tower at the top of the 
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Spacing of the exhibits was designed to meet ADA requirements. There is a limitation of 
space and the spatial configuration due to existing architectural elements, although there is a 
given amount of surface area necessary to display the information desired. For this reason, 
exhibits are 9 feet tall and curve slightly, to make the most of existing floor space while 
creating "sub-spaces within the larger floor area of the visitor center. The curvilinear nature 
of the exhibit elements also serves as a counterpoint to the orthogonal nature of the house and 
visitor's center. The layout of curvilinear elements is based on the ken system used by 





Placement of exhibit walls on the grid 
Placement of Specific Exhibits 
The exhibit describing the Pullman bathroom is placed towards the bathrooms in the visitor 
center. The topic is not only relevant in that area, it helps to provide a diversion while 
visitors are waiting for facilities or for other members of their party. This exhibit also helps 
to create an active outer edge to the exhibit zone rather than a blank wall. 
The placement of an exhibit explaining the difference between Wright's Usonian designs as 
compared to his Prairie style designs is located on the eastern edge of the exhibit space, 
towards the gift shop. This exhibit has a double usage, using merchandise from gift shop 
(such as a Prairie style glass window) as exhibit material along with items from the site 
collection (such as a chunk of Corning glass). This contrast of objects will help to explain 
the importance Cedar Rock and its Usonian design, and help differentiate the site from other 
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Wright houses. The use of the display tower as merchandising space will also add to the 
display space in the gift shop, and (hopefully) increase sales. 
Model- new exhibits Detail of new exhibits/ reception desk 
Layout of Information in Displays 
The history of the house, its inhabitants, the architect, and the Usonian style do not lend 
themselves to the typical linear methods of arranging information. Although events 
surrounding the house do take place within the framework of the passage of time, things are 
connected in a way that could be better described as a web of relationships, from the Iowa 
Road Building Company and the Walter family, to the contrast of the Usonian style with the 
Prairie style architecture of Frank Lloyd Wright. For that reason, information on the display 
panels is laid out in a collage format, with overlaps and proximities that suggest relationships 
between ideas and events. Glass towers at strategic points, as well as inset display boxes in 
the panels, serve to display the few three-dimensional objects associated with the site. 
Using this collage-style layout, information can be placed at any height, and can therefore be 
related to a specific audience- for example, information that would interest children can be 
placed at a lower height than more complex intended for adults. These "facts for kids" can 
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then be tied into the grater body of information using the collage, hopefully encouraging 
younger visitors to explore the history of the site in greater depth. This layout also 
cognitively connects the various facts and ideas related to the house, and encourages visitors 
to freely form additional relationships based on their own personal backgrounds and 
experiences. 
Information is presented in different forms to allow for the different learning styles of the 
visitors to the site. A separate section at the central rear of the display area is designed to 
house multimedia equipment, intended to show a (as yet unproduced) short video on the site. 
Three dimensional objects in glass cases allow the visitor to study objects from all angles. 
Panels on the exhibit walls contain both text and images, and the various methods in which 
information is presented should appeal to all types of learners. 
Materials/ Assembly 
The materials and construction methods for the exhibits were chosen so as to blend with the 
materials and construction methods of the existing Wright- designed building, without 
directly mimicking it. The vertical board and batten construction of the displays is related to 
the horizontal board and batten construction in the house, much as the walnut boards are 
relate to the walnut board used in the house. Walnut is a native Iowa hardwood, and can be 
obtained from the state sawmill at Yellow River State Forest. 
Detailing of joints was carefully considered, so that the connections between parts were kept 
as simple and honest as possible. Some of the connections, such as the copper fittings that 
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connect the text and graphic panels to the slat walls, create a geometric, graphic detail to the 
exhibits. This copper connection echoes the copper flashing detail used in the recently 
renovated roof on Cedar Rock. And, although the panels are not true sandwich board walls, 
they are based on the same basic principles as Wright's walls, so that the mechanical system 
of connecting text and exhibit panels to the wooden wails is hidden and unobtrusive. 
The limited number of materials used for the display walls are readily available and relatively 
cheap, and construction is simplified so that the exhibits can be easily built by staff members 
at the site or by other, moderately experienced state employees. The only exceptions are the 
glass towers, which, with their mitered corners, require the expertise of a professional cabinet 
maker. This glass detail was used in all of Wright's Usonian homes to create a seamless 
transition between interior and exterior, and, in the visitor center exhibit towers, allows 
spaces to feel connected but separated, while allowing visibility from one space to the next. 
These new exhibits were designed, through their form and organization, to involve the visitor 
in the learning experience while remaining true to the basic mission of the site. The panels 
use text and images to provide a context for the guided tour of the site, and encourages 
visitors to combine exhibit information, tour information, and their own personal experiences 
and knowledge into a more complete picture of Wright's designs, of the design fashion of the 
time, and of the historical period to which the house belongs. They can be easily constructed 
of readily available materials, and appear to be an integral part of the visitor center without 
distracting from the building as a Wright inspired design. 
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CC)NCLUSION 
As with any design project, designing a new set of exhibits, even for a small site, involves a 
large number of concerns and constraints that must be addressed by the final product. In the 
case of the Lowell wafter House, there were also a large number of people interested in the 
exhibit design process, each of whom had their own specific set of criteria for the final 
product.. Each design concern, whether related to the economic demands of the client, the 
formal implications of the site and its surroundings, the concerns of the staff members on 
site, or the needs of the visitor, was taken into consideration in some manner and manifests 
itself as an element. in the final design. 
The main concern of this design was for the needs of the user, whether those needs were 
physical, social or psychological. Spaces are arranged so that visitors can meet and visit, 
study the exhibits as a group or individually, and have a clear sense of their environment. 
And, by providing a safe, comfortable environment where information is readily acceptable, 
learning is encouraged. Spaces and exhibits are also designed so as to be physically 
accessible to people of all abilities, and exhibit panels are placed at a level that aids reading, 
with minimal glare from Lighting or windows. 
In the design for the new exhibits, special care was taken to address issues of learning, 
especially Learning that results from the study of obj ects and their interpretation. Text and 
images are not presented in a linear fashion, but rather as a collage of information. This 
allows visitors to easily see the inter-relationships of all of the various aspects of the site, 
while providing a framework for organizing the information into memory. Objects are 
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intended to be presented with minimal interpretation, allowing visitors to make connections 
with knowledge from outside their experience at the site, and from new knowledge they gain 
during the tour. Various methods of presenting information are utilized so that the visitor can 
learn in the method that best suits their style. 
There is a strong likelihood that the Iowa Department of Natural Resources and the Lowell 
Walter Trust will take these design suggestions into consideration, and construct the exhibits 
as a replacement for the current installation. The design presented here is conceptual in 
nature, and further design development would include exploration of interpretation 
techniques, alternate layout options based on similar exhibit elements, and experimentation 
with construction methods. Final presentation to the Iowa Department of Natural Resources 
and the Lowell Walter Trust would include suggestions for specific text and graphic content 
and layout, and for materials and construction methods, all fully documented through models 
and drawings. 
If construction occurs, the exhibits can then be judged on the effectiveness of the design 
decisions. This qualitative analysis would most likely be done through observation of 
visitors by staff members, and through visitor surveys and interviews. In this situation, any 
inadequacies in the spatial design could be discovered and, due to the simplicity of design 
and construction, the fixtures could be adapted to solve any problems. Because text and 
image panels and objects in the display towers are easily reconfigured, any changes to 
interpretation or interpretation topics could be done quickly and on site. 
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Appendix A- Logo Competition 
In the Fall of 2002, as part of the larger project to increase public awareness of Cedar Rock 
as a tourist destination, the Iowa Department of Natural Resources Parks Department 
sponsored a logo competition. The competition was open to students enrolled at the three 
state universities in Iowa, with the winning logo being used to "brand" the house in all future 
marketing and as a graphic to be used on all signage, stationery, merchandise, etc. Students 
were sent a package of information that included general information on the house, but were 
encouraged to visit the house to get a better idea of the house, its design, furnishings, and 
surroundings. Dozens of entries were received, including a large number from a graphic 
design course at the University of Northern Iowa, where the competition was used as a class 
exercise. The winning entry, by Bradley Dicharry, a graduate student in graphic design at the 
University of Iowa, was unveiled in a public ceremony in March of 2003. Included here is 
the original competition poster, information package, and the winning entry as chosen by 
Angela Corio, Matt Edwards, Glenda Edwards, and Pat Schmitz representing the Iowa 
Department of Natural Resources and Gary Short, representing the Lowell Walter Trust. 
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Original competition poster (crossbars were Cherokee Red) 
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(Original informational e-mail below) 
wear LoweCCNVaCter: 
~`~ou are loth rght and wrong as your donor 
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7Ne were d rave men to t r y to setup the Cast 
word in 6ceaven way off on tFce ~Vfidwestern 
prairie- miCes from anywhere? 
jrankLloyd 7Nright 
,anuary 2, 1950 
10 
"The Last Word In Heaven" 
WHAT 
A logo for signage, stationery, website, and other related items to help 
increase visitor recognition. 
Entries must be suitable for use on paper and textiles as well as for electronic 
viewing. 
Entries should utilize no more than four colors and text should be legible even 
at a small size. 
WHO 
Cedar Rock (the Lowell Walter House), a Frank Lloyd Wright designed 
residence located in Quasqueton, Iowa, 
WHEN 
Entries must be received by November 22, 2002 
HOW 
Please submit: 
~~- A printed copy of your design (no bigger than 5 X 7) 
A disc copy of your design- minimum 600 dpi or 300 pixels/ in2
~- A brief description (1 paragraph) of your inspiration and design process to: 
Matt Edwards 
502 East 9th Street 
4th Floor 
Des Moines, IA 50319 
WHY 
Entrants create a really great addition to your portfolio, and the winner has 
their design closely associated with a Frank Lloyd Wright house. 
CONDITIONS 
All entries must be the work of the individual entrant. 
Multiple entries are not permitted. 
All entrants agree to the unlimited use of their work at the discretion of the 
Iowa Department of Natural Resources and the Lowell and Agnes Walter 
Trust. 
Entries should include your name, university, major, address, telephone, and 
e-mail. 




The Lowell Walter House, commonly known as Cedar Rock, is located in 
Quasqueton, in Northwest Iowa. The house was commissioned by Lowell and 
Agnes Walter, and construction was completed in the Summer of 1950. The 
house, designed by Frank Lloyd Wright, is one of his Usonian style houses, and 
has several unique features, 
The house differs from most of the commonly known Wright houses in that is a 
Usonian house rather than a Prairie style house. Usonian houses were designed 
as part of Wright's utopian dream for America. The houses are designed to be 
inexpensive and appropriate for the social life of the family. Kitchens and other 
service features formed the "core" of the house, and construction was simplified 
with clear planning grid and easily obtainable materials. Wright even planned for 
the changing nature of transportation with the invention of the carport. 
ThP C'T~rc~Pn R~~m 
The design for the Lowell Walter House first 
appeared in Ladies Home Journal in June of 1947. 
It was labeled "Opus 497" and was in the typical 
"polliwog" or "tadpole" shape of many of Wright's 
Usonian designs. In these designs, the head of the 
tadpole contains the "garden room", a sort of 
combination living room/ dining room/ sunroom. 
The bedrooms and 
bathrooms 
are aligned down the 
long, narrow hallway, or "gallery" that makes up the tail of 
the tadpole. Large glass doors along most walls open 
the home to nature. 
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One of the most unique features of the house is the red signature the located on 
the carport. It is estimated that only 19 of Wright's over one thousand designs 
were considered complete enough to be worthy of the tile. In the Walter House, 
Wright designed everything from the furniture to the carpeting, drapes, and 
upholstery. He even specified which china and silver pattern should be used and 
which accessories would be purchased and where they would be placed. 
Furniture in the garden room copies the 
low, horizontal lines of the building. The 
edges of tables, shelves, and the buffet 
match the upsweep of the concrete roof. 
The upsweep on the buffet is matched 
by a downsweep on the sideboard, so 
that the two can be joined to form a 
larger table for formal dining. A brick 
grill behind the sideboard and another in 
the entry hall are filled with chunks of 
glass cutlet from Corning Glass Works. 
The illuminated pattern that results is 
reminiscent of the stained glass 
windows in Wright's prairie-style designs. 
The bath room fixtures that W right had instal led in the house 
are also unusual. Instead of installing the traditional 
separated toilet, sink, and bathtub. Wright specified an all-in-
one unit similar to the ones that were being used in railroad 
cars. The sink is on an arm that swings in over the toilet 
when in use, and back over the bathtub when it is not. The 
unit eliminates unnecessary plumbing, since clean and dirty 
water pipes for all three fixtures are bundled into one pipe. 
Wright apparently did not find this design satisfactory, and did 
not use it again. 
Frank Lloyd Wright also had a recognizable impact on the exterior design of 
the house. The two types of lights scattered on the grounds were designed 
for Wright, using junk parts from farm implements and machinery. There 
are several small, mushroom shaped fixtures lighting the path that are made 
from Dakota disc blades. There are also two taller fixtures, one at the 
boathouse and one at the council fire that are made from used engine 
crankshafts. Wright even had a hand in redesigning the small cabin and 
garage that had been located on the site before the new 
house was constructed. W right's design for the Walters also 
included a boathouse, a council fire, and an entry gate. 
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The boathouse is located below the house, on the banks of the Wapsipinicon 
River, and is built on a limestone bluff known as Cedar Rock. The boathouse 
served as a business office for Mr. Walter and includes a guest room with a 
fireplace, a minimal kitchenette, bathroom, and screened porch. The council fire 
is on the hill overlooking the house, and has seating designed for both tall and 
short people. The barbeque pit is said to be large enough for 1 /2 of a cow, 1 /4 of 
a pig, or a whole Iamb. The gate is located at the end of the original drive. The 
brick walls are capped with a carved limestone urn bearing the name "Walter" 
and the iron gates have a geometric design typical of Wright's architecture. The 
house and its surroundings work together to create a striking image on the Iowa 
landscape- one that will be enjoyed by the public for many years to come. 
The Boathouse 
The Entry Gate- Stone Urn 
The Council Fire 
The Entry Gate 
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--CedarRock 
The Walter House - Quasqueton, Iowa 
The winning entry, from Bradley Dicharry, graduate student in graphic design at The 
University of Iowa 
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Appendix B- Artifacts currently on display at the Cedar Rock 
Visitor Center: 
Cedar Rock postcard 
Letter- Lowell Walter to Frank Lloyd Wright 
Wright's reply 
Photo- house under construction w/ Wright and Walter 
house under construction 
newspaper article on home 
concrete sample 
photo- Iowa Roadbuilding Company (train) 
thermometer- Iowa Roadbuilding Company 
wallet- Iowa Roadbuilding Company 
pen- Iowa Roadbuilding Company 
photo- Iowa Roadbuilding Company construction equipment 
photos- Thompson motor boat 
advertisement- Thompson motor boat 
aerial photographs (2) 
original guest log- August 1950 
photos- Lowell and Agnes 
pins- family 
family photos- 4 
wedding photo and invitation 
photo- Lowell and Agnes older 
photo- Cedar Rock plaque 
magazines- Northwest Architect- July/ August 1969 
Ladies Home Journal- Opus 497 
Photos- FLW 
FLW and others at council fire 
Red the 
Froebel Gifts- #3, #4, #5, #6 
Block sets 
Presentation drawings- boathouse perspective 
House perspective 
House plans 
